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Abstract 
Fresco is a vehicle for powerful and enduring forms of cultural storytelling; it references universal 
narrative themes. The research objective of this project is to achieve a contemporary application 
of fresco through exploration and transgression of traditional material, pictorial forms and 
functions. In this transgression, the artist locates a personal narrative, through the immersive 
methods of autoethnographic inquiry and from the epistemological position of material thinking 
and production.     
The contemporary application of fresco is arrived at by interrogating the traditional methods, 
materials and intentions of fresco as recorded in fifteenth-century Europe and with reference to 
what other contemporary practitioners in this field have achieved. Materials knowledge and 
methods gained through on-site material conservation of lime plaster fresco is an impetus to this 
project and has engendered a focus on re-purposing and re-imagining the media in contemporary 
and personal expressions.  
The narrative of the artist is arrived at through materials thinking in fresco methodology, and 
through an interpretive autoethnographic analysis of a personal archive or studio text consisting of 
visual and textual material. The studio text is regarded as a unique ethnographic artefact of 
personal significance. The new term of ‘studio text’ for practice-led research is proposed to 
differentiate practice-led language and forms from the sociological or positivist terminology of 
‘fieldwork notes’ or ‘data’. 
Autoethnographic methodology is disrupted to incorporate the indwelling practices of material 
thinking and immersive writing (ekphrasis) and drawing (enstasis). Through the integration of 
these methodologies, interpretations of the studio text are enacted concurrently with material 
production. Materials and motifs are selected for personal significance and resonance, and 
constructed as part or full frescoes. The material outcomes of this integration of methodologies 
are described as Visual Diaries and publicly exhibited. The documentation of integrated 
methodology in this project may contribute to emergent thinking in practice-led research. 
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SECTION 1 – DISRUPTIVE DISCOURSES 
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Introduction 
Fresco is a vehicle for powerful and enduring forms of cultural storytelling; it references universal 
narrative themes. In this project the narrative of this artist transgresses material and pictorial 
aspects of traditional fresco forms and function, to locate self-story that is personal and self-
reflexive through autoethnographic methods, and from the epistemological position of material 
thinking and production. The research objective of this project is therefore to achieve a 
contemporary application of traditional fresco, through exploration and transgression of 
traditional materials and functions, and exhibited as a narrative of the artist.  
The materiality of the fresco medium for story telling is technically challenging because of the 
particular demands of lime-based materials used in traditional fresco and the limited timeframe 
for image making to occur  a giornata (in English usage “within the 24 hour day”). It is notable 
that the shape and scope of the artist’s narrative is arbitrated between the time-bound and material 
demands of fresco and by the narrative intentions of the artist/researcher. The project explores this 
dialectic between the artist’s agency, artist’s narrative, and the artist’s material thinking. 
The fresco form is also chosen as a result of the materials knowledge and methods gained through 
experience and training in on-site material conservation of lime plaster associated with fresco 
restoration and wall repair. This material knowledge and methodology is re-purposed and re-
imagined in my contemporary and personal expressions.  
The contemporary application of this medium is arrived at by interrogating and transgressing the 
traditional methods, materials and intentions of fresco as recorded in fifteenth-century Europe1 
and with reference to what other contemporary practitioners in this field have achieved. 
The self-story in the narrative of the artist is achieved through autoethnographic approaches to 
research which is concerned with the self as a powerful instrument in the research process.2 In this 
approach I include a valuing of subjectivity, and explore the usefulness of ekphrastic writing 
about my processes and images, during the enactment of material practice and reflexivity.3  
Reflection on the material and pictorial elements of process is achieved through indwelling in my 
practice. In this indwelling approach, described by Moustakas, I turn inward to “seek a deeper, 
                                                          
1 Cennini, C. The Craftsman’s Handbook, translated by D. V. Thompson, Jr.  (New York: Dover, 1960). 
2 Moustakas, C. E. Heuristic research: design, methodology, and applications. (Newbury Park: Sage 
Publications, 1990). 
3 Ellis, C. and Berger, L. “Their story/my story/our story: Including the researchers experience in interview 
research,” in Handbook of interview research: Context and Method, edited by J. A. Holstein and J.F. 
Gubrium, (Thousand Oaks, CA: Sage, 2002), 849-875. 
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more extended comprehension of the nature or meaning of a quality or theme of human 
experience.”4 Tacit knowledge emerges from this act of indwelling and which is embedded in 
material thinking and production, and is a challenge which both Schön5 and Moustakas6 
acknowledge. Through reflective practices I unveil my intuitive understandings and my inner 
dialogue during the immersion in my fresco materials. 
The narrative of the artist is arrived at through autoethnographic indwelling and through material 
thinking and production. These two approaches occur concurrently and are seen to be an 
integrative methodology with relevance to the development of the practice-based research 
discourse. The narrative is enacted through materials thinking in fresco methodology and making 
the transition from the traditional repair work of the materials conservator to the contemporary 
application of traditional fresco for personal expression.  
Alongside this tacit understanding, occurring within the making process, the narrative is also 
drawn from an interpretive autoethnographic analysis of a personal archive or what I call my 
studio text. I undertake a series of phases of indwelling in this archive which consists of a 
personal collection of written journals and the archival chronicling of visual material. I regard this 
studio text as an ethnographic artefact which has historical, cultural, and personal significance. It 
is unique and idiosyncratic. This project proposes a research function for the artist’s studio text 
informing the reflexive cycles and continuities in practice-led research. I am also proposing the 
new term of ‘studio text’ for practice-led research as distinct from the terminology of ‘fieldwork 
notes’ or ‘data’. 
In contributing to the emergent thinking and discourse of practice-led research I have indicated 
that autoethnographic methodology is extended to integrate the indwelling practices of material 
thinking. Through the integration of these methodologies I enact formative explorations, 
summative analyses and interpretations of the studio text concurrently with material production. 
In this way I arrive at a series of motifs, materials and pigments selected for significance and 
resonance, and constructed as part or full frescoes. The material products of this integration of 
methodologies are described as Visual Diaries and publicly exhibited. The integrated approach is 
also enhanced by incorporating immersive techniques in both writing (ekphrasis) and drawing 
(enstasis).  
Ekphrasis is a writing term and genre with a genealogy reaching back to ancient Greek training in 
rhetoric. In its literary sense it refers to poetic writing about other works of art. It continues into 
                                                          
4 Moustakas, Heuristic research, 24. 
5 Schön, D.A. Educating the reflective practitioner (San Francisco: Jossey-Bass, 1987). 
6 Moustakas, Heuristic research, 1990. 
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modern times with an evolving definition related to its contemporary understandings and function 
in writing, about art and the art-making process.7 It is of interest in practice-based research as a 
new and useful application, and in this project I demonstrate the ways in which I write in an 
ekphrastic style about my making processes. In my practice ekphrastic writing functions in 
tandem with the experience of praxis.  It contributes to my understanding of immersive practice 
and the way in which words and images are dialectic, and may be exploratory, personal, critical 
and poetic.8 Heffernan contributes to understanding the research value of ekphrasis in practice-
based work, proposing that the fundamental idea of ekphrasis is about the relationship between 
words and images in art, the verbal representation and exploration of the visual.9 Wagner 
elaborates further and proposes that ekphrasis is writing that includes all verbal commentary and 
writing (poems, critical assessments, art historical accounts) on images.10 
Enstasis as a drawing technique, whilst esoteric, has a more complicit utility as an immersive 
practice-based research approach. Drawing as an indwelling practice is not a new idea, and Taylor 
notes that the sixteenth-century Italian painter Titian reportedly “touched the surface of his paper 
in order to investigate an elusive world just beyond his reach.”11 Enstasic drawing is not about 
designing or making sketches, but is an active process to generate thinking. Ings has said it is a 
process of drawing which by its nature is nebulous and which validates the sensory, the 
immersive and the tacit. It is a way in which thought is drawn into being.12 
Another evocative research term for material thinking and production in practice-led research is 
located in the Italian term of pentimento or layering. It specifically refers to the uncovering of 
material layers within a painted image, and the story archived within that re-discovered imagery 
and even its hidden story or stories.13  It therefore speaks to that which may be revealed and 
concealed in both material and pictorial constituents of a created work. In my research I consider 
that pentimento also speaks to the metaphorical dimension of material layers in fresco, and layers 
of meaning and memory within self-story. I utilise it in reference to my material thinking 
                                                          
7 Heffernan, James A. W. Museum of Words: The Poetics of Ekphrasis from Homer to Ashbery. (Chicago: 
University of Chicago Press, 1993). 
8 I acknowledge here that using this technique of writing draws upon my professional experiences as a 
teacher of creative writing, and reflects my regular practice of integrating the visual and the written. 
9 Heffernan, Museum of Words, 1993. 
10 Wagner, P. ed. Icons-Text-Iconotexts: Essays on Ekphrasis and Intermediary. (New York: de Gruyter, 
1996), 9. 
11 Taylor, A. “Re: Positioning drawing.” In Writing on Drawing: Essays on drawing practice, edited by S. 
Garner. (Bristol: Intellect Books, 2008), 11. 
12 Ings, W. Enstasy: Immersive Drawing as a Design Process. Nordic Design Research Conference 2013, 
Copenhagen-Malmö.  
13 Oxford Dictionaries online defines “pentimento” as a visible trace of earlier painting beneath a layer or 
layers of paint on a canvas. http://www.oxforddictionaries.com/definition/english /pentimento (Accessed 
January 2016) 
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approaches and propose it as a generative term in relation to material thinking in arts-based and 
practice-led research.  
The research is presented as an exegesis and an exhibition thereby encompassing the visual, 
textual, material and performative nature of the narrative of the artist. 
  
6 
 
Disruptive Discourses of Practice-Led Research 
My study aims to contribute to the growing body of literature exploring practice-led research in 
the arts.14  Practice-led research is a discourse that is regarded as an extension of the qualitative 
research paradigm, challenging and disrupting traditional research practices, and representing an 
uncomfortable, “troubling”15 and disruptive model of inquiry into self, art and method.  
Leavy speaks to the idea of disruption in traditional research practices calling for new language 
and terminology in arts-based and practice-led research. 16 She describes a new kind of knowledge 
building as an extension of qualitative methods that can be formed and developed “in new shapes 
linked to new ways of seeing.”17 Leavy usefully elaborates on this new shape of research 
knowledge with reference to “using the language, practices, and forms of the arts” 18 which will 
allow us to think and see in these new ways.  
I have considered the importance of this proposal by Leavy for arts-based research generally, and 
my practice-led research specifically, and note several areas where my project may contribute new 
shapes of research knowledge by disrupting “language, practices, and forms.”19  
There are four areas of contribution to arts-based and practice-led research proposed arising from 
this project. These are  
1. New methodological language in arts-based research 
2. Intertextual documentation and the new term of studio text 
3. Vivid personal and subjective visual texts as valid social documentation 
4. Integrated methodologies of autoethnography and material thinking 
Proposing New Methodological Language in Arts-Based Research 
With regard to the first area of contribution I consider an aspect of research language which arts-
based research has borrowed from scientific and quantitative methodologies - data.  In my 
                                                          
14 Sava, I. and Nuutinen, K. “At the Meeting Place of Word and Picture: Between Art and Inquiry.” 
Qualitative Inquiry, 9, no.4 (2003): 515-534; Slattery, P. “Troubling the Contours of Arts-Based 
Educational Research.” Qualitative Inquiry, 9, no.2 (2003): 192-197; Sinner, A., Leggo, C., Irwin, R., 
Gouzouasis, P. and Gauer, K. “Arts-based education research dissertations: Reviewing the practices of new 
scholars.” Canadian Journal of Education, 29, no.4 (2006): 1223-1270; Jones, K. “A biographic researcher 
in pursuit of an aesthetic: The use of arts-based (re)presentation in “performative” dissemination of life 
stories.” Qualitative Sociology Review, 1, no.2 (2006).        
15 Sava and Nuutinen, At the Meeting Place, 517.   
16 Leavy, P. Method Meets Art: Arts-Based Research Practice. (New York: Guilford Press, 2009). 
17 Leavy, Method Meets Art, 257. 
18 Leavy, Method Meets Art, 258. 
19 Leavy, Method Meets Art, 258. 
7 
 
research I use autoethnographic methods of indwelling and self-observation including elements of 
narrative inquiry20 and ethnographic poetics21 to locate, interpret and express my narratives. I 
have been in the practice of using the term studio data. This so-called studio data is a 
continuously replenished collection of poetic, written and visual material which chronicles my 
research and production.22 It is idiosyncratic, intertextual and unquantifiable. However, the word 
data is the language of positivist epistemology and of quantitative methodology. It is not 
principally the language of ethnography, where data is referred to as field notes or field texts,23 
and I have come to understand that it has an even more reduced meaning and utility in the 
paradigm of arts-based and practice-led research. As qualitative researchers, I note that Clandinin 
and Connelly refer to data in narrative inquiry as “field texts.”24 Chang also uses the term of field 
texts25 in lieu of data because it describes more accurately what ethnographers do and where.  I 
wish to refresh this idea further and contribute to the refinement of language in practice-based 
research by proposing a hybrid term of studio text, replacing my own earlier use of terminology 
such as studio data, as a more justifiable and accurate representation of the what and where of 
research in art making.  
Proposing Intertextual documentation and the term Studio Text   
In responding to Leavy’s call for “new shapes linked to new ways of seeing”26 I propose that the 
studio text of the practice-led artist/researcher should no longer be seen as operating in a 
subjugated way. By this I mean that this type of documentation, what I call studio text, is usually 
positioned as the unfinished, sketchy, idiosyncratic research background to a finished work, or as 
an exegetical annotation to the final art object.27 However Leavy28 invites this intertextual 
documentation into the research foreground alongside the final art object. This may be suggestive 
of new ways that studio text is researched as a discrete continuity.29 Continuity in the processes of 
                                                          
20 Clandinin, D.J. and Rosiek, J. “Mapping a landscape of narrative inquiry: Borderland spaces and 
tensions,” in Handbook of narrative inquiry: Mapping a methodology edited by D.J. Clandinin. (Thousand 
Oaks, CA: Sage, 2007), 35-75 
21 Denzin, N. Interpretive Autoethnography. (Thousand Oaks, CA: Sage, 2014); Bochner, A. P., and Ellis, 
C. Ethnographically Speaking: Autoethnography, Literature, and Aesthetics. (Walnut Creek, CA: Altamira 
Press, 2002). 
22 Nimkulrat, N. “The role of documentation in practice-led research.” Journal of Research Practice, 3, no.1 
(2007). http://jrp.icaap.org/index.php/jrp/article/view/58/83 (Accessed June 24, 2014) 
23 Chang, Autoethnography as Method, 2008. 
24 Clandinin, D.J. and Connelly, F. M., Narrative inquiry: experience and story in qualitative research. (San 
Francisco, CA: Jossey-Bass, 2000), 83. 
25 Chang, H. Autoethnography as Method. (Walnut Creek, CA: Left Coast Press, 2008). 
26 Leavy, Method Meets Art, 2009, 258. 
27 Hamilton, J. and Jaaniste, L. “A connective model for the practice led research exegesis: An analysis of 
content and structure.” Journal of Writing in Creative Practice, 3, no.1 (2010): 31-44. 
28 Leavy, Method Meets Art, 2009, 38. 
29 O’Riley, T. A discrete continuity: On the relation between research and art practice. Journal of Research 
Practice, 7, no.1 (2011). Accessed July 25, 2014. http://jrp.icaap.org/index.php/jrp/article/view/ 257/238 
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material thinking may also be generative in this regard of seeking for and seeing the new, and 
lend some weight to the  rejection of the artificial bifurcation of unfinished (sketch or drawing) 
and finished (exhibition) work.  
I have said that my practice is embedded in my studio texts and that I regard this text as an 
autoethnographic artefact. The wording and intent of studio text is proposed as an overarching 
term as well as indicative of the multiple forms of texts within it. It contains my cultural, historical 
and social information, as well as visual, written, photographic materials and all are embedded in 
my practice.30 It is not a sketch book, a journal, a diary, a folio or album but all of these. Not only 
is this indicative of reflexivity in practice, the layering and multiple forms of texts ensures a 
cultural understanding of my narratives as an artist31 and positions my art making as intimately 
connected to others in society.32  The meanings of my thoughts and behaviours in the studio 
setting33 - verbal and non-verbal - are, as Chang has suggested, interpreted in a cultural context.34 
This understanding underpins the discursive social and cultural position of the artist and points to 
the third area of potential contribution to the literature of arts-based and practice-led research, that 
of expressing the social through the visual. 
Proposing vivid, visual texts as valid personal and social documentation 
The third area of contribution proposed is that visual texts are also valid personal and social 
documents and I draw on the autoethnographic research of Ellis, beginning with her assertion that 
as the self-researcher “I am the person at the intersection of the personal and the cultural.”35 
It is in this valorising of subjectivity, emotionality, self, and life experiences that the artist 
occupies and performs in the space or ‘intersection’ between the personal and the cultural. In this 
position or viewpoint the artist as self-researcher may most powerfully propose valid and vivid 
texts of social documentation through the material thinking and knowing of their practice. This 
performance of practice captures personally significant inquiry and self-knowing as well as the 
potential for powerful social connection and critique. Turner also advocates the importance to 
                                                          
30 Mäkelä, M. “Knowing Through Making: The Role of the Artefact in Practice-led Research.” Knowledge, 
Technology & Policy, 20, no.3 (2007): 157-163. 
31  Pace, S. “Writing the self into research: Using grounded theory analytic strategies in autoethnography.” 
In TEXT Special Issue: Creativity: Cognitive, Social and Cultural Perspective, edited by Nigel McLoughlin 
and Donna Lee Brien, April 2012. 
32  Candlin, F. “Practice-based Doctorates and questions of Academic Legitimacy.” Journal of Art & Design 
Education, 19, no.1 (2000): 96-101. 
33  Sjöholm, J. “The art studio as archive: tracing the geography of artistic potentiality, progress and 
production.” Cultural Geographies, 21, (2014): 505-514. 
34  Chang, Autoethnography as Method, 2008, 9. 
35  Ellis, C. Revision: Autoethnographic reflections on life and work. (Walnut Creek, CA: Left Coast Press, 
2009), 13. 
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social understandings through the personal capturing of the “…liminal…or threshold, moment of 
experience.”36 The artist as the researcher at the intersection of the personal and the cultural, is 
capturing threshold personal experiences, and interrogating and resolving those experiences 
through material knowing and thinking to arrive at vivid and valid social texts. 
Leavy refers to the idea of art proposing social understanding and performing a critique as ‘giving 
voice to the subjugated’37 and historically as emerging from the social justice movements of the 
1960s and 1970s. This has a particular resonance for me in relation to growing up during this 
period, then subsequently working professionally as a writer/artist in the revived social justice 
politics period of the 1980s in Australia. Working with the Department of Labour in Youth 
Affairs I published several intertextual materials such as posters and cartoon books with and for 
young people.38 The subject matter in these projects challenged the silencing power of injustice 
and social inequality, for example, in the juvenile legal system and attempted to give voice to the 
social silencing of homeless youth. I also worked collectively on legal Graffiti wall art with 
disaffected young people in Melbourne and Geelong finding this a means of expressing powerful 
social themes. The legacy of this work remains an objective in the City of Melbourne’s 
contemporary planning documentation.39  
I have reflected on the experiences and artefacts recorded in my studio texts from this period 
noting where personal and public subjugations have been recorded and where I have sought to 
give voice to that silence. What I have observed is that in a variety of media and over time, I have 
carried those ideas, impressions and silences into a range of visible forms.  Personal themes and 
motifs have been generated amidst that wider social, historical and cultural experience and 
context. From those observations I have chosen ideas, images and preoccupations, as well as 
media, to embed these texts into my art making. In these ways I access and express the subjugated 
voice of myself and others. This is the personal dimension of the researcher’s insider knowledge40 
which can be given voice in and through the making of visual and poetic forms of expression.41  
The experience of silence and silencing is explored in this project through abstract and figurative 
motifs expressed in the Section 5 – The Visual Diaries. For example, the form of a Bride and a 
                                                          
36 Turner, V. M. “Dewey, Dilthey and drama: An essay in the anthropology of experience” in The 
anthropology of experience, edited by V. M. Turner and E. M. Bruner. (Urbana: University of Illinois Press, 
1986), 40-41. 
37  Leavy, Method Meets Art, 2009, 258-9.  
38  Chappell-Lawrence, A. and Ballarat Community Action for Youth Inc. Boozing cruising and losing. 
(Ballarat Community Action for Youth Inc, Ballarat, Victoria, Australia, 1987).    
39 City of Melbourne, Graffiti Management Plan 2014-2018. http://www.melbourne.vic.gov.au 
/residents/home-neighbourhood/Pages/home-neighbourhood.aspx (accessed October, 2015). 
40 Humphreys, M. “Getting Personal: Reflexivity and Autoethnographic Vignettes.” Qualitative Inquiry, 11, 
no.6 (2005): 840-860. 
41 Faulkner, S.L. “Reconstruction: LGBTQ and Jewish.” Communication Annual, 29, (2006): 95-120. 
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Zebra are depicted in their story and a dark sepia tone is identified as a significant pictorial 
background to convey inner silence. Silence is also explored in the natural world using the motifs 
of Fog and Forest. These motifs are expanded on in Section 3 – A Pilgrimage of Indwelling and in 
the discussion of the image making process in Section 5 – The Visual Diaries.  
Proposing integrated methodologies of autoethnography and material 
thinking 
The discourse in materials thinking also speaks directly to the research challenge for artists, as 
framed by Leavy, to use the “language, practices, and forms of the arts.”42 To speak, make and 
create in these new ways facilitates greater precision of research language and meaning in 
practice-led inquiry. At the same time this foregrounds the tacit dimension,43 of practice and 
process in material thinking and knowing, in practice-led inquiry.  Carter proposes the term of 
material thinking44 to consider in framing the artist’s inquiry into, and understanding of, the world 
as grounded in material practice. Bolt endorses and elaborates on this view whilst preferring the 
term of material productivity45 and a greater focus on the collaboration between artist and 
materials than between artists and words. However, Bolt46  and Carter agree that it is in the 
“simple but enigmatic step, joining hand, eye and mind”47 where material thinking is 
indicated. By using an integrated methodology of autoethnography and material thinking, 
of indwelling and immersion in my studio text and practice, this study may contribute to practice-
led research and language. 
Material Thinking and Autoethnographic Methods 
It is my proposition that the illumination of material thinking may be realised through integrating 
the autoethnographic method of indwelling with immersion in the materials, processes and 
artefacts of the maker. Indwelling of itself is enigmatic as it is expressing the tacit in material 
immersion. Indwelling, refers to “…the heuristic process of turning inward to seek a deeper, more 
extended comprehension of the nature or meaning of a quality or theme of human experience…”48  
                                                          
42 Leavy, Method Meets Art, 2009, 258. 
43 Polanyi, M. The Tacit Dimension (New York: Anchor Books, 1967). 
44 Carter, P. Material Thinking: The Theory and Practice of Creative Research. (Melbourne, Victoria: 
Melbourne University Press, 2006), xiii. 
45 Bolt, B. “A Non Standard Deviation: Handlability, Praxical Knowledge and Practice Led Research.” In 
Speculation and Innovation: applying practice led research in the Creative Industries, (2006): 5. 
46 Bolt, B. “Materializing pedagogies.” Working Papers in Art and Design 4. (2006): 1. 
http://sitem.herts.ac.uk /artdes_research/papers/wpades/ (accessed April, 2015). 
47 Carter, Material Thinking, 2006. 
48 Moustakas, Heuristic research, 1990, 24. 
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The methodology of autoethnography is helpful here as a starting point and Chang suggests this 
possibility when stating that autoethnographers can “observe their own behaviours and document 
their thoughts while living them”.49 One might therefore also add that because “the indwelling 
process is conscious and deliberate”50 practice-led researchers can observe and document 
behaviours and thoughts while living them and making them.  
Material thinking, for Bolt, involves a particular “responsiveness to or conjunction with the 
intelligence of materials and processes in practice” and even that material thinking is the “magic 
of handling.”51  Bolt asserts that knowing arises through handling materials in practice, and that 
this is a form of tacit knowledge. Furthermore, she argues that tacit knowledge “provides a very 
specific way of understanding the world, one that is grounded in material practice.”52 Therefore 
material thinking offers me a way of considering what takes place “within the very process or 
tissue of making.”53   
 
In this discourse of material thinking I concur with Bolt in her statement that the materials and 
processes of production “have their own intelligence that come into play in interaction with the 
artist’s creative intelligence.”54 In this way, material thinking contributes to what Leavy is 
advocating as a new kind of knowledge building in arts-based research.55 This understanding of 
material thinking also speaks to my research practice of maintaining studio texts to capture the 
moment(s) of making. Furthermore it is an important strategy for monitoring and reflecting on 
materiality and material behaviours when engaged in on-site materials restoration work. It is 
similarly the case in the process of making in my studio-based activity. 
With regard to my intentions to explore contemporary expressions of fresco through transgression 
I endorse Bolt’s caution that “the quest for the new is a misguided objective of creative arts 
research”, when this results in “self-conscious attempts at transgression in the belief that this 
somehow will produce the new.”56 I have found that in material thinking methodology that “the 
new cannot be known in advance”57 and it is whilst indwelling in material production that the 
artist/researcher is actually setting up the opportunity for the new to be discovered.  
                                                          
49 Chang, Autoethnography as Method, 2008, 7. 
50 Moustakas, Heuristic research, 1990, 24. 
51 Bolt, “Materializing pedagogies,” 2006, 1. 
52 Bolt, “Materializing pedagogies,” 2006, 5. 
53 Bolt, “Handlability,” 2006, 5. 
54 Bolt, “A Non-Standard Deviation,” 2006, 5. 
55 Leavy, Method Meets Art, 2009, 257-8. 
56 Bolt, “A Non-Standard Deviation,” 2006, 7. 
57 Bolt, “A Non-Standard Deviation,” 2006, 7. 
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In fresco making, dealing with the traditional tools and materials of production is largely a fixed, 
immutable process. In seeking a contemporary currency for fresco form and function, a goal that 
Jin58 has previously investigated in her fresco research, the challenge is a dynamic one, a self-
conscious effort of making and remaking that invites the new and therefore locates the 
contemporary expression. It is akin to Bolt’s proposal that the creative act may thus be conceived 
of as a performance where linkages are made and remade.59  
Youngsun Jin’s work of TVs: Between Heaven and Earth, 2000, Figure 1.1,60 is said to “combine 
the age old methods of fresco with new issues in communication.”61  The following image is a 
detail of one of the twelve images assembled in this sculpture consisting of twelve identical fresco 
televisions with inserted sliding screens and where the TV ‘screens’ may also be removed:  
                                                          
58 Youngsun, Jin, An Examination of the Place of Fresco in Contemporary Art Practice. PhD thesis, 
University of Arts, London, 2004. 
59 Bolt, “Material Thinking and the Agency of Matter.” Studies in Material Thinking, 1, no. 1 (2007): 3. 
60 Youngsun Jin, TVs: Between Heaven and Earth, 2000, detail. Exhibited in “Channelling Time: Youngsun 
Jin” at the Lethaby Gallery, London, April 2-May 3, 2003. http://www. nyartsmagazine.com/?p=2145  
(accessed January, 2016). 
61 The full image of Jin’s work TVs: Between Heaven and Earth, 2000, can be seen in the exhibition review 
at http://www.nyartsmagazine.com/?p=2145 (accessed January, 2016). 
Figure 1.1 Detail of Youngsun Jin, TVs: Between Heaven 
and Earth, 2000. Private Collection. 
13 
 
Jin has said that: 
“One problem is how to further enlighten the art world and the spectator about fresco’s 
modernity even as it continues to shine bright in its traditional architectural 
environment.”62 
 
For Jin, taking the fresco off the wall has freed the medium from its traditional limits and 
liberated her expressive boundaries. The popular cultural iconography of her work offers the 
viewer a new cultural framework to consider the content as well as the characteristics of its 
materiality. 
In a later work such as Orchestration of Tranquillity II, 2008, Figure 1.2, 63 Jin continues to create 
frescoes that are personal, that are mobile and which invite contemporary interpretive and emotive 
responses. 
 
 
 
                                                          
62 Fulbright Commission, Cross-Cultural Visions 1950-2010. An exhibition by Fulbright Alumni 
Honouring the 60th Anniversary of the Fulbright Program in Korea. https://www.scribd.com/doc/47061457 
/CROSS-CULTURAL-VISIONS (accessed January, 2017), 68. 
63 Youngsun Jin, Orchestration of Tranquillity II, 2008, fresco, 120 x 120cm, Private Collection. In Cross-
Cultural Visions 1950-2010. An exhibition by Fulbright Alumni Honoring the 60th Anniversary of the 
Fulbright Program in Korea. https://www.scribd.com/doc/47061457/CROSS-CULTURAL-VISIONS 
(accessed January, 2017). 
Figure 1.2: Youngsun Jin, Orchestration of Tranquillity 
II, 2008, fresco, 120 x 120cm, Private Collection. 
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The contemporary fresco work of artist Sarah Tomasetti also challenges the traditions of fresco by 
deliberately engaging in the transgression of fresco material. She finds a new and delicate 
expression by interfering with the material integrity of the plaster surface.64 Her explorations are 
personal and in Balfour, 2015-16, part of the frieze Traverse, Figure 1.3,65 her images are also 
attached to family memoir, as she says: 
“I began the series Traverse in the half-light of memory and imaginings that surrounded 
my late mother and grandmother’s diaries of their trips to China in 1958 and 1936 
respectively. These trips are bound up with my own consciousness of loss and the fictions 
of memory that build and scatter in the passing of time.”66 
 
 
I propose that through this investment in capturing of self-story through deliberate, transgressive 
material engagement, the artist gains access to the liminal world in an original way. Bolt’s 
comment suggests it may well be pertinent to practice-led research, “being a way of 
understanding that originates in and of the thing in question” or “understanding that originates in 
and through practice.”67  
 
                                                          
64 Tomasetti, http://sarahtomasetti.com.au/ (accessed September 5, 2014). 
65 Sarah Tomasetti, Balfour, 2015-16, Australian Galleries, Collingwood, Victoria. http://sarahtomasetti  
.com.au/exhibitions/traverse-essay.html (accessed January, 2017). 
66 Tomasetti, http://sarahtomasetti.com.au/exhibitions/traverse-essay.html (accessed January, 2017). 
67 Bolt, “A Non Standard Deviation,” 2006, 6. 
Figure 1.3: Sarah Tomasetti, Balfour, 2015-16, 
fresco, part of frieze Traverse. Private Collection. 
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Material thinking invites purposeful as well as accidental transgressive acts. Transgression, as 
Bochner and Ellis have discussed,68 may set up the opportunity for the new to be discovered and 
enable the opportunity for original contributions to arts-based and practice-led research literature 
as well as locate a contemporary currency in this medium of fresco. 
Practice-Led Research and Autoethnographic Methods   
I have previously referred to practice-led research as both an extension and disruption69 of 
qualitative inquiry and I now turn my focus to the epistemological assumptions and methodology 
of autoethnography as a rich contributor to practice-led research.  
Self-observation is a core practice in practice-led research because, as Rodriguez and Ryave have 
described, it gives access to “covert, elusive, and/or personal experiences like cognitive processes, 
emotions, motives, concealed actions, omitted actions, and socially restricted activities” and 
brings to the surface what is “taken-for-granted, habituated, and/or …unconscious… unavailable 
for recall.” 70 This core practice of self-observation is achieved through indwelling in my studio 
texts and immersion in materials and making. Immersive focus enables me thereby to seek, locate 
and express the emotional and elusive understanding of my creative life (self-story). This 
reflexive practice also enables me to reflect freshly on the wider and in some ways habituated 
social context of that personal story.   
As Denzin notes,71 the personal experience is discursively constructed. The artist expresses within 
a social context,72 and that individual experience may well be, and often is, in tension with 
dominant expressions of power. It is my contention along with Jones, Adams and Ellis73 that the 
personal experience of the artist can and should reflect and question the social context, engender 
reciprocity with audiences and in fact compel a response. Ellis, Adams and Bochner also 
contribute to my understanding of research that is practice-led when they advocate that 
autoethnographers not only use their methodological tools and research literature to analyse their 
                                                          
68 Bochner, A. P., and Ellis, C. “An introduction to the arts and narrative research: Art as inquiry.” 
Qualitative Inquiry, 9, no.4 (2003): 507.  
69 Sava and Nuutinen, At the Meeting Place of Word and Picture, 2003. 
70 Rodriguez, N. and Ryave, A., Systematic self-observation. (Thousand Oaks, CA: Sage, 2002), 3-4. 
71 Denzin, Interpretive Autoethnography, 2014, 2.  
72 Reed-Danahay, D. E., ed. Auto/ethnography: rewriting the self and the social. (Oxford, New York: Berg, 
1997). 
73 Jones, S.H., Adams, T.E. and Ellis, C. “Coming to know autoethnography as more than a method.” In 
Handbook of autoethnography, edited by S.H Jones, T.E. Adams and C. Ellis. (Walnut Creek, CA: Left 
Coast Press, 2013). 
. 
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experience they also “…must use personal experience to illustrate facets of cultural experience, 
and, in so doing, make characteristics of a culture familiar for insiders and outsiders.”74  
In these reciprocities75 in practice-led research I would argue that the artist/researcher can extend 
Ellis’s notion of ‘illustration’ and contribute to socially significant inquiry that actively embodies 
social critique.  
With this commitment to reciprocity, autoethnographic methods assist me to connect my private 
and public world, to read art making experiences as social and cultural texts as well as self-stories. 
For me there is also a dimension of political commitment to social justice in my art making and 
this finds a subtle voice in my imagery expressing sensations of silence and subjugation. A further 
challenge has been to convey the differential poetics of positive personal silence experienced from 
within and negative social silencing experienced from without.  
The next section elaborates on my abiding interest in traditional fresco form and function and I 
reflect on the material knowledge and experience in fresco construction gained as an on-site 
materials conservator. By outlining my engagement in traditional fresco I am able to demonstrate 
where the traditional form and function is transgressed, deliberately and accidentally, and thereby 
access the narrative of my self-story that originates in and through this very particular material 
practice. I pose the question therefore of ‘Why fresco?’ and in response highlight and honour 
material traditions whilst asserting where contemporary currency in practice may be achieved and 
strengthened. 
  
                                                          
74 Ellis, C., Adams, T.E., and Bochner, A.P. “Autoethnography: An overview.” Forum: Qualitative Social 
Research, 12, no. 1 (2011): 5. 
75 Holt, N.L. “Representation, legitimation, and autoethnography: An autoethnographic writing story.” 
International Journal of Qualitative Methods, 2, no.1 (2003); Mykhalovskiy, E. “Reconsidering table talk: 
Critical thoughts on the relationship between sociology, autobiography and self-indulgence.” Qualitative 
Sociology, 19, no.1 (1996): 131-151.  
17 
 
SECTION 2 - WHY TRADITIONAL FRESCO? 
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Immersion in Traditional Fresco Form and Function 
In answer to this question of ‘Why Fresco?’ my interests with the material exploration of the 
traditional fresco medium commenced in on-site conservation collaborations at heritage sites in 
Italy. On-site work is in itself an immersive experience of material indwelling.  This immersive 
experience has fed into contemporary personal studio practice. It is also in evidence in my studio 
text records, describing and demonstrating materials handling and thinking. It is my view, based 
on my practices, that immersion in open-ended and sensuous interaction with materials results in a 
visual object that is generative, is both aesthetically and culturally discursive, and “evolves out of 
the direct manipulation of materials and media.”76 Material understanding and expression is 
realized through our dealings with the tools and materials of production, rather than any 
“conscious attempt to be original” through transgression.77  By reflecting upon those on-site 
experiences and challenges I have been able to elucidate my self-story and to express this through 
the materiality of fresco making.  
There are specific material and pictorial characteristics of traditional fresco of particular interest 
for my research objective, and which I draw upon, to consider the contemporary applications of 
fresco and the location of self-story. In posing the question of ‘why traditional fresco?’ I am 
exploring the significance of traditional characteristics for my contemporary material thinking and 
production. In answering the question I may identify the gestures and actions of transgressive 
materiality of a contemporary practitioner who is researching and experimenting and at the same 
time maintaining an awareness of the continuities of tradition in materials and material handling.  
This story of my material thinking and engagement, of upholding traditional continuity whilst 
experimenting with contemporary possibilities, is a contribution to the research literature for use 
and for reference by other practice-led researchers.   
There are specific characteristics of traditional fresco which are of interest for interrogation in my 
contemporary expression. Traditional fresco is a storytelling medium and yet it is bound by time 
in its construction. It is an embodied medium requiring physical dexterity, and an absorbed focus 
is required in monitoring its material stages of construction. Lime plaster can be said to have both 
the certainty of science in its chemistry and often attributed with an alchemical quality. The 
chemical behaviour of the lime plaster, returning during its manufacture back to stone, can also be 
said to have an imaginative, even spiritual, dimension that captures and carries human emotion in 
creation. The permanence of fresco is evident, recording and archiving human story, and 
variously enduring human interference and natural patination. The traditional fresco method also 
                                                          
76 Powell, K. and Lajevic, L. “Emergent places in pre-service art teaching: Lived curriculum, relationality, 
and embodied knowledge.” Studies in Art Education, 53, no.1 (2011): 35-52. 
77 Bolt, “A Non Standard Deviation,” 2006, 7. 
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relies on specific design drawing techniques of tracing the final image of a story onto the lime 
plaster intonaco (surface) to both conceptualise and to fix the content and composition of the 
story. In the following section I therefore elaborate on these specific characteristics of traditional 
fresco because they both challenge and inform my research. 
Traditional Fresco is a story-telling medium  
The intrinsic purpose of traditional fresco is to function as architectural ornament through 
narratives. It is a social, religious or public story-telling medium.  
In the contemporary project and context I transgress that public tradition in order to capture and 
tell the narrative self-story of the individual. Jin’s research foreshadows this contemporary re-
purposing of traditional fresco towards a personal story-telling medium by critically appraising 
the currency of fresco in twentieth-century art and its potential to contribute to that repurposing.78   
Gombrich references the contribution by fifteenth-century artist and polymath Leonardo Da 
Vinci, when describing a fresco as a story needing to evoke empathy and designed for a particular 
setting - one wall, one space, and one scene.79 Da Vinci’s approach was seen to emancipate the 
narrative from an earlier method, of using visual registers to assist the reading of several episodic 
story events on one wall, thereby enabling a new psychological emphasis on one moment and one 
scene. The most tangible example of this emphasis is seen in the mural of The Last Supper, 1498, 
(Church of Santa Maria delle Grazie, Milan), Figure 2.1.80   
It is a work that was also painted in an experimental medium, and an experiment that proved to be 
disastrously flawed as the mural began to disintegrate during Leonardo's own lifetime.81 Kemp 
suggests that: 
“It was Leonardo's desire for richness of tone and colour which led him to abandon the 
traditional fresco method for wall painting in favour of an experimental technique, more 
akin to tempera painting on a gessoed panel…”82 
 
 
                                                          
78 Jin, An Examination of the Place of Fresco, 2004. 
79 Gombrich, E.H. Means and ends: reflections on the history of fresco painting. (London: Thames and 
Hudson, 1976), 11. 
80 Leonardo da Vinci, The Last Supper, 1498, Tempera on plaster, 460 x 880 cm. Church of Santa Maria 
delle Grazie (Refectory), Milan. 
81 Turner, A. Richard, Inventing Leonardo, (Alfred A. Knopf: 1993), 37-41. 
82 Kemp, M. Leonardo Da Vinci: The Marvellous Works of Nature and Man. (Harvard University Press, 
1981), 190-194. 
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Da Vinci may surely be regarded then as an early emancipator of traditional fresco. In order to 
create a psychological power, and elicit empathy in the observer, he limited the pictorial content 
to one moment and one scene, and experimented with materials, albeit unsuccessfully, to enhance 
the richness of tone and colour. 
 
I acknowledge and draw upon the Da Vincian approach of presenting one moment and one scene, 
rather than following earlier fresco styles of assembling several episodic events or of 
chronologically assembling stories altogether in one picture field.  
In the contemporary exploration of fresco, and with reference to Jin’s research regarding the 
currency of the medium, it is clear that one is at least free to operate in a much less publicly 
prescribed form and function than the commissioned works of previous centuries. The 
permanence associated with such explorations by contemporary fresco artists may be as 
vulnerable however as Da Vinci’s unsuccessful material experimentations in the fifteenth-century 
which are evident in The Last Supper, 1498, Figure 2.1, even though it is a controlled and 
significant exposition of biblical story-telling. 
As a materials conservator I have been immersed in the analysis and response to the qualities of a 
damaged fresco, as if it is a pictorial pentimento, and where the material has a story as well as a 
pictorial narrative. Certainly for myself, the significance of layering of information encountered in 
both pictorial narratives and the materials is rediscovered in my contemporary practice. The 
layering of painted surface over charcoal outlined or spolvero drawings,83 and the layers 
                                                          
83 Meiss, M. The Great Age of Fresco: Discoveries, Recoveries and Survivals. (New York: George 
Braziller, in association with the Metropolitan Museum of Art, 1970), 235-236. 
Figure 2 .1:  Leonardo da Vinci, The Last Supper, 1498, Tempera on 
plaster, 460 x 880 cm. Church of Santa Maria delle Grazie (Refectory), 
Milan. 
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constructed of differently constituted mixes of lime-plaster, are all significant material narrative 
elements of traditional technique which have relevance for my exploration of contemporary fresco 
and its capacity to carry self-story. The recognition of layering or pentimento within material 
became my metaphor for acknowledging and discovering layers in my own self-story and has 
been a central and significant metaphor resonating through this research project. 
Material layers of fresco construction and narrative layers of story drawn from my studio text are 
integrally expressed in the construction of a series of partial and full frescoes constructed on 
wooden boards and which I describe as Visual Diaries. This builds on the innovation by Da Vinci, 
of representing one moment and one scene84 in his narratives, to capture the one moment and one 
scene of my own personal self-story. The traditional fresco function of story-telling therefore 
finds currency in my contemporary project. Locating self-story in that which has been hidden, 
subjugated and voiceless may re-enter a public and social discourse through public exhibition. 
The Visual Diaries are named thus as a way of capturing the stages of story, not like a narrative 
arc found in literature, but like the heightened moments of stories captured in written diary entries 
and in visual form. 
In this layering of perspectives and understandings in the story-telling about self, Ellis contributes 
this comment about the positioning of the storyteller: 
“…I am both author and focus of the story, the one who tells and the one who 
experiences, the observer and the observed…I am the person at the intersection of the 
personal and the cultural…thinking and observing as an ethnographer and writing and  
describing as a storyteller.”85 
 
I would also add that the material practice of the artist contributes another layer of research 
interest, certainly akin to Ellis as one who ‘tells’ and ‘experiences’ but also as one who makes. In 
the  ‘thinking’, ‘observing’, ‘writing’ and ‘describing’ of  storytelling like Ellis, I am also 
embodying that story through material engagement. Standing at the “intersection of the personal 
and the cultural”86 I may bring a contemporary currency to traditional fresco whereby it is the 
personal story which prompts and engages the public discourse and not the other way round.   
Traditional fresco is bound by time 
It is the case that the materiality of traditional fresco is challenging for the purposes of story-
telling. The challenge is inherent in its materiality because lime plaster is a time limited material 
                                                          
84 Gombrich, Means and ends, 11. 
85 Ellis, Revision: Autoethnographic reflections, 13. 
86 Ellis, Revision: Autoethnographic reflections, 13. 
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in the fresco construction and painting process. In Da Vinci’s The Last Supper, 1498, Figure 2.1, 
we see the results as advised by fresco conservators of this challenge of time and the consequence, 
whereby traditional fresco technique of applying paint to wet plaster, was a method unsuited to 
Leonardo's slow execution, and he created the work instead with an experimental technique that 
involved painting quickly and directly onto the dry plaster. Master restorers Brambilla Barcilon 
and Marani note that this renegade method rendered one of the most enduring painting techniques 
both volatile and unstable.87  
In 1550 Vasari88  wrote in praise of traditional fresco, even though it was a technique already 
becoming less widely practiced, as he believed it needed defence and championship. He described 
it as the most beautiful of techniques and also the most difficult – difficult because the wet colours 
look different after they have dried, difficult because the plaster dries quite rapidly and the painter 
has to work quickly and spread only as much plaster as could be painted a giornata (in English - 
painted in a day).89  
Time limitations relate to whether the image is to be painted on the uppermost layer of plaster 
intonaco (fresh wet plaster) rather than secco90 (dry plaster) or in a more complex material 
combination of both wet and dry plaster ground where some pigments require a dry surface to 
stabilise their chemical composition and ensure a faithful pigmentation. 
With reference to this, the contemporary fresco artist Hazló affirms that painting in fresco 
assumes that the painter is put into “…a very specific working rhythm: an absolutely quiet 
painting mood, within the urgency however of a limited fresco painting time.”91  He progresses to 
the view that this time-related dimension strongly contributes to: 
“…defining the Modern Nature of the Fresco technique. Keeping in mind that when 
painting in this aforesaid state of urgency, the UNEXPECTED may also easily become 
the most important!”92 
This is not to say that the unexpected was not located and retained by traditional fresco painters 
because there is sufficient evidence93 to show variations in drawing and final images identified in 
                                                          
87 Brambilla Barcilon, P. and Marani, Pietro C. Leonardo: The Last Supper. Translated by Harlow Tighe.   
(Chicago: University of Chicago Press, 2001). 
88 Maclehose, trans., Vasari on Technique, 1960.   
89 Meiss, The Great Age of Fresco, 235-236. 
90 Meiss, The Great Age of Fresco, 235-236. 
91 Hazló, http://www.modernfrescopaintings.com/  (accessed October, 2014). 
92 Hazló, http://www.modernfrescopaintings.com/ (accessed October, 2014). 
93 Guillaud and Guillaud, Fra Angelico. The Light of the Soul, 1986. 
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materials conservation projects94 but it does speak to the valorising of the ‘unexpected’ in 
contemporary art making. 
It is notable that the scope of the self-story in this project is always arbitrated by this particular 
material demand of fresco. As a contemporary practitioner I am compelled to explore this 
arbitration between my agency as an artist and the material constraints of the traditional fresco as 
a time-bound medium.   
There are several material solutions to this challenge. The obvious strategy is to paint in secco95 
that is, onto the dry lime plaster surface. A further extension of this simple solution would be to 
omit the multiple constructed layers of the full fresco form and only construct a velo or uppermost 
fresco layer of lime plaster on which the story motifs could be expressed. Both traditional and 
contemporary retardant additives could also assist in slowing the drying process to enable me to 
paint at a more controlled pace. A further element could be to adopt a traditional fresco drawing 
technique of either cartone (in English usage “cartoon”), or spolvero (in English usage 
“pouncing”) to layout and to trace the final image of a story followed by painting in secco (dry 
surface).96   
Through trial and error I discovered that none of these material strategies supported my process 
and that immediacy and speed in paint application were challenging but not in fact transgressive 
of the traditional medium. Speed and the immediacy of gesture in the creation of fresco imagery 
are approaches which are also its strengths and its inherent creative challenges.  
My approach settled to painting directly, akin to the style of a watercolourist, onto a very fine 
layer of lime plaster with a limited palette of saturated pigment. As the drying of this thin surface 
rapidly proceeded I adjusted my technique from paint brush to rubbing back and manipulating 
pigments with rags and water.  
The production of the Visual Diaries proceeded in anticipation of this paring back using rags and 
water. I instead starting to utilise underpainting with several pigments and then recovering and 
revealing that pigment through rubbing just before the surface dried and pigment became fixed. In 
this way I was generating a material pentimento and in the making of that I was also processing 
story motifs. Even the physical act of rubbing back to achieve the effect desired had storytelling 
significance. Rubbing back is like an erasure of a stain or memory, or a painful rite of passage 
undertaken to locate the lucidity, and unexpected joy experienced, of locating a lost memory. In 
                                                          
94 Meiss, The Great Age of Fresco, 235-236. 
95 Meiss, 235-236. 
96 Meiss, 235-236. 
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this material act alone, and working against the time boundaries of the medium where pigment 
would rapidly become fixed and immutable, the location of self-story in this way was a cogent 
and immersive experience.  
Honouring the material character of fresco construction as a time-bound technique contributed in 
a fundamental way to elaborating material thinking and production.  In the rapid and direct 
painting and the rubbing back of pigment I constructed my understandings of pentimento or 
layering as a metaphor for both erasure and discovery in self-story. As a consequence of material 
conservation experiences, the material activity of salvage and recovery also resonated as 
important in the location of self-story themes and motifs. 
Traditional Fresco is an embodied medium   
 
The embodied nature of material thinking and production is foregrounded in lime-plastering for 
traditional fresco wall preparation and painting. On-site training and experience in material 
restoration has emphasised for me the dominant physicality of working in this medium in the 
field. I have included an example of a lime plaster wall repair in Figure 2.2 to evoke the 
physicality of building materials which are hidden beneath any subsequent pictorial decoration.97 
The physical nature, behaviour and demands of lime plaster are recorded in my on-site notes, and 
archived in my studio text. Through my methodology of indwelling and reflection98 on these on-
                                                          
97 Annette Chappell, Lime plaster wall repair, Florence, 2014. 
98 Chang, Autoethnography as Method, 2008; Ellis, C. and Bochner, A. P. “Autoethnography, personal 
narrative, reflexivity: researcher as subject.” In Handbook of qualitative research, 2nd ed. Norman K. 
Denzin and Yvonna S. Lincoln. (Thousand Oaks, CA: Sage, 2000), 733-768. 
Figure 2.2: Annette Chappell, Lime plaster wall 
repair, personal photo collection taken on-site, 
Florence, 2014. 
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site notes from projects during 2010-2015, I am able to identify references to the material 
embodiment associated with this medium. For example:  
“This morning we were delegated to mixing the putty and sifting the sand 
amalgams…the air was like a thick soup and unbreathable, even with a mask my 
nostrils were caked and clogged - this stuff is predatory, like a hunter, it goes 
looking for moisture almost like it needs to become itself again…as rock…the 
putty is now stored in bins ready for tomorrows wall…it is sleek and elegant 
now, glossy like tempered chocolate… (T) says the putty is now ‘quiet’ until 
tomorrow…”99 
Materials conservators with whom I have worked in Italy refer to the lime-plaster in embodied 
terms where it is said to have several layers of interest, for example, a ‘lung’ layer and a ‘veil’ 
layer.100 Such words are evocative of both the visceral qualities (lung) and the surface skin (veil) 
of the applied lime plaster. These terms are also suggestive of its capacity (and need) to breathe 
(which it does) and the evocation of the fragile transparency of the final plaster layer, the veil, on 
which pigment is applied and where the painted narrative is realised.  
It is also the case that hydrated lime plaster changes in its value and capacity over time and lime 
putty is still retained for decades in holding pits. Tacit knowledge regarding this practice, and 
verbally conveyed to me, suggests that the older lime putty is able to hold pigment differently and 
supports a stronger or more saturated hue. The locations of these holding pits are jealously 
guarded by on-site restoration artisans. Embodiment in this regard is the way in which 
practitioners refer colloquially to the lime plaster as a woman and ‘her’ capacity to still evoke an 
allure. I suspect such stories and expressions are translated by my on-site colleagues with an 
intention of propriety and the colloquial richness of this imagery is thereby diminished somewhat! 
Embodiment is therefore also experienced in the colloquial conversations, as well as in the 
collective physical effort, during on-site wall repair, where material thinking and handling occurs 
co-operatively between plaster, restorers and the proximity of the wall worked upon. This 
characteristic is of research interest to me, where material thinking and production are expressions 
of this embodiment. Engaging in the contemporary application of fresco techniques in my studio 
still requires the physical dexterity, speed and in-the-moment commitment which were demanded 
by this material when traditionally constructed in readiness for paint applications. The physical 
demands and behaviours of the material give some insight to me as a practitioner as to the reasons 
                                                          
99 Chappell, 2013, Site notes.  
100 Chappell, 2010, Site notes. 
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why personification of the material occurs. It is a relationship being enacted between the maker 
and the made. 
The Italian Renaissance artist Michelangelo wrote poetically about the rigorous physical demands 
of painting in buon fresco101 on the Sistine Chapel ceiling: 
“My beard turns up to heaven; my nape falls in 
Fixed on my spine: my breast-bone visibly 
Grows like a harp: a rich embroidery 
Bedews my face from brush-drips, thick and thin 
… try 
To succour my dead pictures and my fame; 
Since foul I fare and painting is my shame. “102   
 
 
We are taken further into this consideration of the embodied nature of material thinking in his 
poem titled High in the Mountains by a Deep Ravine where materials knowing and thinking is 
indistinguishable from the narrative image that is indwelling or “enclosed, alone” in this case, the 
unhewn block of stone:  
“High in the mountains by a deep ravine 
inside my massive block, enclosed, alone — 
but then brought down and stripped, I now am seen 
against my will and destitute of stone.”103 
 
Contemporary fresco artist Ilia Anossov contributes his understanding of the physicality and 
embodied nature of material thinking in this medium when he says, “It is like painting with 
molten marble.”104 
I propose that material thinking in this medium is a form of embodied research. It occurs in the 
first moments of selecting and mixing ingredients and progresses through the actions of the body 
in preparing and applying the wet medium to a surface. It heats up as it starts to chemically return 
to stone, then cools to a clammy and cool state, even ‘sweating’ if the surrounding air temperature 
is cold. Material thinking is enhanced by observing and analysing what is physically happening in 
the progressive stages of plaster application right through to the final painted surface.  In 
consideration of the physical character of lime plaster, I am aware that this medium influences my 
agency as a contemporary artist and of how these influences must be arbitrated in the process of 
making of artefacts. 
                                                          
101 See Meiss, The Great Age of Fresco, 235-236. Buon fresco usually refers to ‘true’ fresco where pigment 
is only applied to wet plaster. 
102 Hooker, R. Michelangelo: Selected Poetry. Pullman, WA: World Civilizations Series. Washington State 
University, 1996.  
103 Hooker, Michelangelo: Selected Poetry, 1996. 
104 Anossov, http://iliafresco.com/medium-of-fresco/  (accessed December, 2014). 
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Traditional Fresco is both science and alchemy   
Traditional fresco is constituted of dehydrated lime, mixed with sand and water. As such it can be 
described with a scientific formula and has certain physical boundaries in its chemical nature. 
That is: 
“Carbonation is a chemical reaction in which calcium hydroxide reacts with carbon 
dioxide and forms insoluble calcium carbonate: Ca(OH)2 + CO2 → CaCO3 + H2O.”105 
There is a tacit acceptance of the immutability of lime plaster and challenges to this characteristic 
are discussed in research literature relevant to materials conservation,106 where damage requiring 
restoration or conservation is the focus. For my project it was necessary to undertake 
experimentation with Australian materials and conditions and assess whether Australian organic 
materials and climatic conditions support or transgress the behaviour of traditional lime plaster for 
fresco. Fresco as a technique does not have currency in Australia and as such the experimentation 
with different grades of both washed and unwashed sand, the availability of non-industrial or 
agricultural hydrated lime, and seasonal hot dry conditions had to be taken into account. No 
variations in mixture or drying speeds were observed as different from those encountered on-site 
in Italy.  
As a corollary to understanding the chemical behaviour of lime plaster in traditional fresco 
construction, I have noted that contemporary artists working in this medium directly or indirectly 
engage with what is perceived as an alchemical dimension in the behaviour of lime plaster. The 
imaginative dimension of this alchemy is referred to by Hazló, who states: 
“At the end of an (al)chemical process…the lime reacts to the carbon dioxide in the air, and 
reverts to what it was, before human interference: simple chalky rock. But, meanwhile, it 
traps or embeds in its crystals, the pigments, pictures, and instants, as a token of human 
activity. And who knows, maybe a few significant components of the human soul.”107  
 
Embedded or trapped in the chemical structure of the lime plaster, which in drying once again 
becomes ‘chalky rock’,  Hazló proposes there are ‘tokens of human activity’ even perhaps 
‘significant components of the human soul’108 embedded in the material.  
                                                          
105 Venetian Plastering Company. http://www.venetianplastercompany.com/  
106 Getty Conservation Institute. Preservation of Lime Mortars and Plasters: Sorted by General Category. 
GCI Project Bibliographies Series. (Los Angeles, CA: Getty Conservation Institute, 2003). 
http://hdl.handle.net/10020/gci_pubs/lime_mortar_plasters_category  
107 Hazló, http://www.hazlotopics.com/fresco-art/ (accessed October, 2016).    
108 Hazló, http://www.hazlotopics.com/fresco-art/ (accessed October, 2016).    
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In Hazló’s work Tout la Haut (High Above), 2009-14, Figure 2.3,109 we may also see his 
commitment to exploring textured surfaces as an expressive element of his material interests. 
 
 
 
 
 
 
 
 
If the work by contemporary Australian fresco artist Sarah Tomasetti engages in what Hazló calls 
an alchemical process, then it is located in her technique and interest in fractal patterns of material 
behaviour, rather than the archival dimension which Hazló values and to which he attributes 
                                                          
109 Hazló, Tout la Haut (High Above), 2009-14, Fresco, 12 x 20", Collection of the Artist. 
http://www.hazlotopics. com/fresco-art/ (accessed October, 2016). 
Figure 2.3: Hazló, Tout la Haut (High Above), 
2009-14. Private Collection. 
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mystery. This is evident in Skyscape III, 2014, Figure 2.4,110 where she actively transgresses 
traditional plaster construction and forcibly initiates a:  
“…random internal crazing…by laying, drying and staining a fine fresco plaster surface. 
These fractal patterns, formed through the drying process, variously echo an infinite 
number of such formations in nature…”111 
 
Toscano suggests that the deliberately fractured fresco surfaces in Tomasetti’s paintings, and 
especially the “images of the natural world that rise and fall out of and into her deliberative 
surfaces”112, have a metaphoric dimension. He also infers a metaphorical interest by the artist, in 
exploring the organic alchemy of fracturing and instability in her surfaces, to reference the 
disintegration of the divine in our secular age. 
Even when stripped of any esoteric alchemical possibilities the suggestion here of the human 
story and the human experience being archived in the stone surface of fresco is a poetic evocation 
of the way in which fresco captures and carries ‘tokens’ and ‘instants’ of human history and 
                                                          
110 Sarah Tomasetti, Skyscape III, 2014 oil and graphite on fresco plaster, 70cm x 70cm. Private Collection. 
http://www.australiangalleries.com.au/product/skyscape-iii/ (accessed January, 2017). 
111 Sarah Tomasetti, http://sarahtomasetti.com.au/exhibitions/waves-essay.html (accessed January, 2015).   
112 Maurizio Toscano, http://sarahtomasetti.com.au/exhibitions/scattering-essay.html (accessed November, 
2014). 
Figure 2.4: Sarah Tomasetti, Skyscape III, 2014, oil and 
graphite on fresco plaster, 70cm x 70cm. Private Collection. 
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story. This aspect of fresco is also therefore of research interest in capturing and carrying my own 
self-story.  
In fresco the individual narrative may be imaged as well as physically held, even materially 
archived, in the rock, the materiality of fresco and the enigmatic self-story coming together in a 
form of alchemy. This understanding is particular to my ontological and epistemological 
concerns, that is, the relationship between material-thinking and knowledge, and the positioning 
of the personal in that material knowledge through self-story. This raises possibilities for 
intertextuality, meaning-making and meaning-creation in practice-led research. Tomasetti also 
speaks to this intention of meaning-making stating that:   
“I altered my working sequence, making the paintings on the fresco wall and lifting them 
away afterwards, so that unpredictable surface damage would interrupt the painterly 
image with fissures and cracks.” 113  
 
In provoking unpredictable surface damage that interrupts her painted images, Tomasetti’s 
material actions thus described are research driven. I do not see that she is undertaking this 
experimentation in the “working sequence”114 of her materials to initially find a narrative.  Rather 
it can be suggested here that she may, like Hazló, be receptively listening ‘inside’ this material 
which is able to capture and carry (archive) the subjective self. It is certainly nebulous but in these 
contemporary examples, whether esoteric or physically grounded, constructing traditional fresco 
can validate the subjective and the sensory through the immersive and the tacit. 
 
Traditional Fresco is permanent 
The permanence of fresco is evident in its salutary role of recording the human story in powerful 
graphic renderings found on the lime stone walls of prehistoric caves, the luxury villas of ancient 
Rome,115 and in the refined pictorial frescoes of fourteenth and fifteenth-century Italian palazzos 
and churches. Permanence of paint for fresco was, and still is, because it is made from natural 
pigments constituting minerals and earth oxides and mixed with water which binds molecularly 
with the lime.116  
                                                          
113 Sarah Tomasetti, http://sarahtomasetti.com.au    
114 Sarah Tomasetti, http://sarahtomasetti.com.au    
115 The Oplontis Project. http://oplontisproject.org/  (accessed September 5, 2014). 
116 Cennini, The Craftsman’s Handbook, 1960.  
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It is regarded as the most permanent method of painting which will not fade or flake off. In its 
most simple form the medium requires no solvents, glues or man-made materials and thereby may 
also lay claim to being the original organic or green method of painting.117 
The permanence of this medium used by humans to record daily life, historical moments, and to 
tell sacred and everyday stories, speaks to and for the human condition.118 Witnessing the 
permanence of well protected and conserved works is therefore a remarkable and memorable 
opportunity. During contributions to various on-site conservation projects I have resided in very 
close proximity to the convent of Santa Maria del Carmine, located in the Oltrarno district of 
Florence, in Tuscany, Italy, in order to be able to regularly visit and study frescoes by artists such 
as Masaccio, Panicale and Lippi which are located there. 
  
The fresco detail of Masaccio’s The Expulsion from Eden, (Brancacci Chapel, Santa Maria del  
Carmine, Florence, Italy), Figure 2.4,119 is shown before and after restoration, and with the 
removal of some fig leaves which were a later addition for modesty. In the Chapel, these story 
cycles of the sacred and the everyday are now wonderfully fresh in colour, in an excellent state of 
conservation, and have therefore been a most accessible example of traditional fresco technique 
for me to observe the recovered detail of pigment and composition.120    
 
 
 
 
                                                          
117 Ilia Anossov, http://iliafresco.com/medium-of-fresco/  (accessed December, 2014). 
118 Gombrich, Means and Ends, 1976. 
119 Masaccio, The Expulsion from Eden, 1426-27, detail of fresco before and after restoration, Brancacci 
Chapel of Santa Maria del Carmine, Florence, Italy. http://www.museumsinflorence.com/musei/ 
Brancacci_chapel.html (accessed January, 2017).    
120 Santa Maria del Carmine, located in the Oltrarno district of Florence, in Tuscany, Italy, is the home of 
the Brancacci Chapel which houses Renaissance frescoes by Masaccio, Masolino da Panicale, and Filippino 
Lippi. 
Figure 2.4: Masaccio, The Expulsion 
from Eden, 1426-27, detail of fresco 
before and after restoration, 
Brancacci Chapel of Santa Maria del 
Carmine, Florence, Italy.   
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Contemporary interests in ephemerality and the valorisation of aged and weathered patinas 
suggest there is the potential to explore material patination as a motif in my storytelling. This 
interest in patination is also connected to my materials conservation understandings and 
experiences of exploring and witnessing both damage and repair. It is of interest to reflect 
therefore on Tomasetti’s provocation of damage121 to the surfaces of her frescoes and to consider 
this in my material production and as a metaphor in my narrative of self-story. The layering of 
material in the construction of fresco carries its own story of permanence and ephemerality. This 
is especially the case in degraded frescoes requiring conservation and repair. There are multiple 
stories observable in both the subject matter as well as in the material of the artefact created. In 
the exploration of contemporary applications of fresco, I am also engaged in the polemics of its 
traditions, not least of which is the tension between permanence and ephemerality in both 
materials and in human narratives. 
Traditional Fresco relies on drawing to conceptualise content and 
composition 
The fresco method relies on drawing to conceptualise content and composition and utilises several 
drawing techniques that underpin or background the concept, presentation and manufacture122 of a 
full fresco. These are not the contemporary immersive drawing techniques explored by Ings,123 
where drawing is used to explore the potentials of a thought or a story, but the traditional design 
techniques used to scaffold or trace the final image of a story.  
Principally the traditional drawing techniques in traditional fresco are referred to in Italian as 
cartone, spolvero, and sinopia (in English usage drawing, pouncing and “red ochre”) 
techniques.124 The unique pictorial practice of spolvero - dusting or ‘pouncing’ with charcoal 
powder - is a method of transferring or tracing the artist’s drawing onto the intonaco plaster layer 
and was a technique used to realise both the content and composition of a fresco painting.125   
 
  
                                                          
121 Tomasetti, http://sarahtomasetti.com.au 
122 Rodgers, P.A, Green, G. and McGown, A. “Using concept sketches to track design progress.” Design 
Studies, 21, (2000): 451-464. 
123 Ings, Enstasy: Immersive Drawing, 2013. 
124 Meiss, 1970. 
125 Cappel, C.B. “The tradition of pouncing drawings in the Italian Renaissance.” ProQuest Dissertations 
and Theses, 1988. 
33 
 
I have included here an outline image of a lion in Figures 2.6, 2.7 and 2.8, as a small-scale 
example of the traditional spolvere technique used to trace an image onto the plaster velo of the 
fresco wall and then painted. Spolvere marks remain in the final image: 
 
 
 
 
Figure 2.6: Annette Chappell, Cartone for Lion, 2015, Velum 
paper coated in shellac, with punctures, 18 x 35 cm. 
Figure 2.7: Annette Chappell, Spolvere outline for Lion, 2015, 
Charcoal on lime plaster, 18 x 35 cm. 
Figure 2.8: Annette Chappell, Lion, 2015, fresco, 18 x 35cm. 
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A contemporary exploration of this drawing practice is seen in a work by contemporary 
Australian artist Tom Nicholson, Figure 2.9, where he created “a vast abstracted drawing” and 
which utilises spolvero on the Gallery wall.126   
 
 
 
The act of drawing reveals important information about the cognitive processes of the wall painter 
even in ancient records. Fraser outlines how the abbreviated and cursory manner of sketching, still 
evident in some cave wall painting, guided the artist in conceptualising the wall painting 
process.127  
Much of the emphasis of research in the area of drawing and sketching has focused on the primary 
uses of design drawing and on what Rogers, Green, and McGown characterise as “concept 
sketching, presentation drawing, and drawing for manufacture.”128 These design drawing 
approaches also characterise the drawing techniques and purposes in traditional fresco. By 
contrast, an immersive technique of drawing, elaborated by Ings employs drawing activity as an 
interior or indwelling approach called enstasis. As Ings explains: 
“Enstasis might refer to an induced interior state of self-hood where one dwells in the 
creative potential of what is not yet formed. This process may involve the deployment of 
drawing in a slow, reflective process that allows the designer to become immersed in the 
world of the emerging image and story.”129 
                                                          
126 Nicholson, Cartoons for Joseph Selleny, 2012-14, Art Gallery of New South Wales.  
http://www.artgallery.nsw.gov.au/exhibitions/tom-nicholson/  (accessed January, 2017). 
127 Sarah. E. Fraser, “The Cognitive Practices of the Wall Painter,” in Performing the Visual: The Practice 
of Buddhist Wall Painting in China and Central Asia, 618-960. (Stanford, CA: Stanford University Press, 
2003), 48-53. 
128 Rodgers, Green, and McGown, “Using concept sketches,” 451-464. 
129 Ings, Enstasy: Immersive Drawing, 121. 
Figure 2.9: Tom Nicholson, Cartoons for Joseph Selleny, 2012-14 (detail), charcoal 
drawings, perforated, wall drawing with crushed charcoal. Art Gallery of New South 
Wales. 
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Ings strips this term enstasis of its spiritual/esoteric associations and considers it as “a concept that 
may be used to describe a state and process used for developing creative thought.”130 He further 
elaborates that enstasic drawing is: 
“…not a form of communication” and its purpose “…is not didactic (diagrams), nor a 
form of shorthand (sketches). Instead, it is used to generate thinking.”131  
 
This drawing approach certainly transgresses the design drawing approaches which are 
fundamental to traditional fresco construction. It is of great interest in my research because of the 
way this contemporary understanding, of drawing in the making process, connects with the 
autoethnographic processes of indwelling. As Ings suggests, this form of drawing is:  
 
“…by its nature, nebulous. It validates the sensory, the immersive and the tacit. It 
elevates standing within the subjective self to draw thought into being. As such its 
processes are neither stable, predictable nor explicit…”132 
 
Enstasic drawing may be explored further as a new integration of autoethnographic and material 
thinking for the practice-based researcher. As a material strategy, it requires the artist to adopt a 
state of indwelling, inner reflection or “standing within the subjective self” in order to capture and 
convey self-story. It is a material form of indwelling research practice. For the practice-based 
researcher in a state of enstasis “one is not outside of one’s self, drawing to create a picture” but 
“inside one’s self, drawing to explore the potentials of a thought.”133  
Whilst I acknowledge that drawing, in the traditional fresco making process, is thinking and 
acting to initially delineate the “not yet formed” image with an outline,134 it is also still design 
drawing rather than immersive drawing. Traditional fresco drawing provides a composition for 
the painter to follow and to colour-in the form thus provided. Enstasic drawing fundamentally 
transgresses this traditional design or scaffold-drawing function in fresco. In doing so it enables 
the practice-led researcher to move into and through the “liminal phase of experience” of both 
material and self-story discovery.135 What this means for my practice is that I may draw imagery 
in fresco materials in ways that are totally emergent and unstructured, and where retrospective 
meaning and even epiphany can occur.  
                                                                                                                                                                             
 
130 Ings, “Enstasy: Immersive Drawing,” 124. 
131 Ings, “Enstasy: Immersive Drawing,” 124. 
132 Ings, “Enstasy: Immersive Drawing,” 124. 
133 Rosenberg, T., “New beginnings and monstrous births: Notes toward an appreciation of ideational 
drawing.” In Writing on Drawing: Essays on drawing practice and research, edited by S. Garner, (Bristol: 
Intellect Books, 2008), 114. 
134 Rosenberg, “New beginnings and monstrous births,” 2008, 114. 
135 Turner, “Dewey, Dilthey and drama,” 1986, 41. 
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In Section 4 – A Cabinet of Curiosities, I briefly explore the sgraffiti drawing technique which is 
used externally to decorate stucco walls, and include some illustrative sample boards, to 
demonstrate how I progressed into explorations of enstasic drawing by replacing sgraffiti drawing 
with a rubbing back technique in some of my works. 
The central tenet of indwelling as an autoethnographic method may be extended to include the 
indwelling process of enstasic drawing and contributes to Leavy’s136 call for disruption in 
traditional research practices and for new language and terminology in practice-led research. 
Using the “language, practices, and forms of the arts” 137 such as enstasic drawing will allow us to 
think and see in these new integrative ways.  
This project explores the functions, processes and products138 of my drawing practice as 
represented in my studio texts. Traditional fresco drawing techniques are also interrogated for 
their contemporary currency and mostly replaced with the reflexive research practice of enstasic 
drawing.   
The documenting of this immersive practice may contribute new knowledge in practice-led 
research regarding the function of drawing as a research method and outcome. 
Transgressions of Traditional Fresco Form and Function 
The traditional fresco form is characterised by monumental scale and functions as a physically 
fixed artefact in architectural decoration. In intention it is variously didactic, decorative and 
performative.139  Historically it has been the material vehicle to record and carry a narrative in and 
for the public domain.140 
This research has however deliberately transgressed or disobeyed the boundaries of form and 
function of the traditional fresco and this transgressive intention is characterised and enacted for 
exhibition in three ways, that of portability, self-story and transience. 
Contemporary Fresco can be portable and autonomous   
Portability and physical autonomy are explored through the construction of frescos that are not 
immobilised in one architectural space. I align my contemporary application of fresco in this 
                                                          
136 Leavy, Method Meets Art. 
137 Leavy, Method Meets Art, 258. 
138 Rosenberg, “New beginnings and monstrous births,” 114. 
139 Meiss, The Great Age of Fresco, 1970. 
140 Gombrich, Means and ends, 1976. 
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regard with current practitioners such as Youngsun Jin,141 Ilia Anossov,142 Hazló143 and Sarah 
Tomasetti144 who have variously explored demountable wall structures and free standing 
sculptural forms and presented those forms in temporary public exhibitions. 
Contemporary Fresco can be the material vehicle for self-story   
The expression of the individual or self-story of the artist is proposed as the subject matter of the 
fresco rather than story functioning as an instrument of civic instruction, religious didacticism or 
architectural decoration. The materiality of the fresco also carries its own story and the metaphor 
of layering or pentimento is explored in both the material and pictorial aspects of self-story. 
Contemporary Fresco can be transient and contestable   
Through the temporary public exhibition of the portable fresco the artist may engage observers in 
co-creation of meaning. In this transient context the dialectic between artist, artefact and observer 
may elicit identification as well as permit contestation and thereby may contribute new cultural 
knowledge. 
Insider Research and Self Story 
My research project proposes and utilises an integrated approach145 of material thinking146 with 
autoethnographic methodology.147 The autoethnographic process of indwelling/reflecting on my 
studio texts is undertaken to observe, locate, express and interpret my art practice (my self-story) 
in a cultural context. This methodology is further refined by Denzin as an interpretive 
autoethnographic method.148  
Material thinking approaches are expressed through my choice of, and approach to, the tools and 
materials of traditional fresco. I seek to utilise and, where necessary, disrupt traditional methods 
in fresco making and thereby engage in the discovery of new material knowledge. I position these 
internal personal, poetic and visual expressions, which emerge from this material practice, in the 
external social world. Typically this externalising occurs through public exhibition, where art as a 
cultural, aesthetic and research artefact is communicated.  
                                                          
141 Jin, “An Examination of the Place of Fresco,” 2004. 
142 Anossov, http://iliafresco.com/medium-of-fresco/ (accessed December, 2014).   
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In this endeavour of researching biographical and individual stories, understanding and 
interpretation by an outsider researcher may be most helpful in facilitating a research respondent 
to locate and tell their self-story during interview. However it may also be judged as obtrusive, or 
even unwelcome, when dealing with private, personal and idiosyncratic material. These 
considerations do not represent obstacles in this study149 where I observe my own art making 
practices and records.  Archer150 notes that it is the reflexive, personal and silent/private voice 
which facilitates the expression of the self-story. It is therefore the case that as a practice-led 
researcher I am not trying to be an insider in the research setting; I am already the insider 
examining my own life-world.151  
The examination of inner dialogue in art making or “conversation with materials” explored by 
Schön152 is intensely research-like in nature. It features constant experimentation, exploration, and 
hypothesis testing. Although activities informed by tacit knowledge in art-making are difficult to 
verbalise153 the insider research approach enables the valuing and exploration of this tacit 
knowledge.154 As Schön suggests it is through reflection that tacit activities can be made 
explicit.155 This perspective is simply not available to a researcher outside the making process.  
Autoethnographic methods are the most appropriate means for me of undertaking insider or self-
research and to integrate my tacit understandings of material production as artist/researcher. This 
integration may contribute rich new knowledge that cannot be arrived at by outside others, and 
justifies the centrality of utilizing self-reflexive methods to illuminate self-stories. The application 
of an integrated methodology156 is therefore a significant research strategy in this project.  
The further development of this integration of methods for practice-led research is through the 
incorporation of both ekphrastic writing157 and enstasic drawing processes and practices.158  Both 
utilise immersive and subjective approaches to respond to internal and external expressions. 
Whilst the indwelling and note-taking methods of autoethnography have underpinned my 
observation of my studio text it is also the case that the poetic (ekphrastic) and visual (enstasic) 
                                                          
149 Duncan, M. “Autoethnography: Critical appreciation of an emerging art.” International Journal of 
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(Cambridge, UK: Cambridge University Press, 2015).  
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responses to this indwelling contribute to articulating the insider researcher perspectives and 
understandings.   
Bolt reminds us that it is not just the artwork that constitutes creative arts research but that art 
research also functions as a means of revealing knowledge, and as material productivity. She 
expresses the view that as artists we must be concerned with: 
 “…articulating what has emerged or what has been realised through the process 
of handling materials and ideas and what this emergent knowledge brings to bear 
on the discipline.”159   
So when material changes and transgressions occur unexpectedly or where material changes are 
deliberately incurred to propose the new, these can be articulated and interrogated, woven into the 
inquiry and formed into a narrative. Such narratives are the basis for theory development in 
practice-led research but theory that is exploratory and descriptive.160 
The first person account in practice-led research contributes to the anticipation suggested by 
Eisner of “possibilities and scenarios”, “guiding and highlighting things that may otherwise go 
unnoticed.”161 The first-person account of practice – the narrative of the artist – is unique in its 
contribution to such possibilities.  
Self-story as research subject matter may seem enigmatic. I propose that such enigmas may be 
elaborated through public exhibition, where a reciprocal relationship between self-story and 
others is established. In this project public exhibition is enacted in order to compel a response to 
the enigmatic or unnoticed, and to provoke new social understandings and social critique.162 
Significantly, this also places self-story in a cultural and historical context.163 
I acknowledge that the visual (re)construction of an individual narrative through self-observation 
of material thinking is certainly not the only or usual way such a narrative would be 
constructed.164 It does however, meet the research scrutiny of external validation, for example, 
material methods are identifiable and can be tested and utilized by artists in other settings. Their 
first person and unique account of such testing will also contribute first-hand knowledge to 
material handling and thinking.  
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Through exhibition of such visual constructions I acknowledge that my experiences are 
discursively and dialectically created.165 Exhibited artefacts purposefully invite this reciprocity. 
Utilising traditional autoethnographic methods, that are enriched and extended in the immersive 
practices of ekphrasis and enstasis, assists in presenting my art making as both a material 
narrative and a self-story. Public exhibition of the narrative enables reciprocity where the artefacts 
also function as social and cultural texts. Telling a story, weaving “intricate connections between 
life and art”166 connects the personal and the public in practice-led research. 
This study mirrors and elucidates my studio practice as being engaged with self-story in the role 
of the insider researcher,167 and can be characterised as a cycle of indwelling practice in studio 
text, material thinking through fresco construction, and universalising of my self-story through 
public exhibition. 
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SECTION 3 - A PILGRIMAGE OF INDWELLING  
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The practices of indwelling and reflexivity in material thinking, and in autoethnographic 
methodologies, are resonant for me as active and integrated elements in my contemporary 
immersive studio practices. The mindset and activity of indwelling and reflection also enable me 
to broadly frame this project as if it is a pilgrimage, a journey to a special place. The project is 
also a pilgrimage in the sense that it is a long journey, undertaken as a quest or a search into 
myself and mediated by my studio text.168  It is also a research journey of self-discovery guided 
by values of honesty, integrity and ethical discretion about the personal and private dimensions of 
self-study. I did not know what would be revealed or what I might recognize or newly discover 
about myself and/or my art making. I knew that I wanted to locate my self-story as a practice-led 
artist/researcher. Acts of pilgrimage and of indwelling are committed journeys of searching and 
discovering by and into the self.  
Indwelling, the term which characterises my research practice, is understood as an inner activating 
or guiding force, and is a way of enabling an unobstructed flow of awareness.169 Indwelling is a 
way of being with the experience or material to hand, reflecting upon and considering that 
experience and that material. At any given stage of the material production I take notice of what is 
in the foreground and the background of that awareness and specifically that which seems to 
resonate for me in that noticing act.  
The word ‘indwelling’170 evokes an onomatopoeic quality of quietness, stillness, and 
centeredness, and that may be conceived of as characteristic of this inner state of reflection on 
tacit knowledge. However my first deliberative experience of indwelling, with my collected 
studio texts, was far from this conceptualisation of quiet and centred stillness. Rather it was, 
initially, loud and hectic and where issues and images, words and sensations were jostling 
between the foreground and background of my attention in an endless gestalt of attention-seeking 
activity. 
I discovered that self-research is not equivalent to immediacy and knowingness – the self as 
research subject may be just as elusive as any subject. Staying with the open-ness required to 
‘indwell’ as a self-research method is challenging. Autoethnographic research demands the self-
researcher to struggle even more intimately with truth and objectivity as the subject of study – as 
the observer and the observed. I have therefore approached my studio text collection as a 
conceptualisation of autoethnographic data by and for myself as the practice-led researcher. It has 
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verifiability to the extent that an outsider researcher would aptly describe this studio text as ‘the 
data base of the artist to be studied’. However, the practice-led artist as researcher occupies a 
unique insider researcher role.  The studio texts in my practice remain uniquely my own, I have 
lived them, made them, recorded them, felt them. The outsider researcher may observe and reflect 
on this in great detail but would always have the status of ‘other’ in reporting that observation and 
reflection.   
Studio text when viewed as a research artefact is to acknowledge and interact with a magnificent 
database for self-study and also a source of self-story. It archives the personal experiences and 
expressions of the artist as a material thinker. In that sense the artist is always researching self, is 
always in the act of autoethnographic observation and reflection. I am always aware that my own 
story connects to wider cultural, political and social meanings and understandings but as seen 
through my eyes. It is unique data, it is multi-textual, it is partial, and it is subjective.  
Framing questions  
In the indwelling process of autoethnographic inquiry my initial questions are addressed, not only 
to myself but also to the studio text and framed as follows - ‘What am I seeing here?’, ‘What 
stands out to my eye?’, ‘What retracts from my gaze?’, ‘What are the stories embedded in this 
that I am seeing?’ and ‘How do I bring the self-story embedded therein into the foreground?’ and 
the larger autoethnographic research quest of ‘How do I connect such a story to a wider and 
shared cultural understanding?’ 
Guided by these questions I explored the studio texts in my own way as a lover of story and with a 
fascination for the materiality of my art practice. 
I approached the reading of this amassed studio text in its entirety, with as fresh a view as 
possible. Before me was laid out the past and present written and material story of my work and 
thinking as an artist and which covers approximately four decades. The adoption of an 
autoethnographic approach, of exploring the subjective and the personal, towards this large and 
sprawling artefact felt very natural and comfortable as it mirrored my usual reflexive studio 
practice.   
The Innocent Gaze – What am I seeing here? 
The fundamental guiding question of autoethnographic inquiry of ‘What am I seeing here?’ in my 
studio text was posed and a deliberative indwelling process of innocent gazing was adopted. 
Initially I describe this as an innocent gaze because it is not engaging in the critical outward gaze 
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toward culture but the “gaze inward for a story of self” which Neumann described.171 In this first 
gaze I captured my observations of the colours and materials used. The next record of my 
indwelling process shows that I noticed patterns and repetitions in those colours and materials and 
also repetitions of images and motifs. The innocent first gaze rapidly moves into a noticing gaze. 
The Noticing Gaze – What is resonant in what I am seeing? 
Maintaining an innocent view as self-researcher is I believe a fleeting moment. Moving from the 
innocent gaze to the noticing gaze in reflexivity is a significant critical moment, and in this 
moment a gestalt is set up. The noticing of the gestalt, that is, what is foregrounded and what is 
backgrounded in the noticing gaze, interchanges constantly. These iterative cycles of reflection 
and analysis of observations confirmed for me that what I was seeing were highly significant 
personal motifs and materials, and the first indicator of significance for me was the recurrence of 
imagery and materials. The second indicator of significance was resonance, that is, noticing 
sensations and emotions in those recurrences and which attracted my attention. 
The second question of ‘What are the stories embedded in this that I am seeing?’ was therefore 
being posed too early in the process and I replaced it with a question about registering what 
seemed significant to me. A reframing of this question became ‘What is resonant in what I am 
seeing?’ and then the question could be asked ‘What is embedded in this experience of 
resonance?’ In this adjustment of reflexive questioning I experienced the research activity of 
indwelling as a multi-layered activity of witnessing, noting and observing. Observation, which 
initially focusses on simply seeing material evidence, moves quite quickly into a reflexive 
practice of noticing and considering the affect and emotion of the material. Reflection on this 
reframed question of ‘What is embedded in this experience of resonance?’ is therefore the point at 
which the assembly of self-story was commencing. It was then reasonable to pose to myself the 
question ‘Is self-story embedded in this experience of resonance?’ 
Documenting the Indwelling Process  
The documentation of the process includes initial observation practices, reflections, and 
subsequent recording of formative observations, triangulating existing records with personal 
recall, and noting historical and contextual factors. Formative observations and interpretations of 
dominant and recurrent themes and motifs are noted.172  Motifs and themes are then chosen not 
only on the basis of recurrence but also on the resonance I experienced in those recurrences. 
Based on these observations a suite of individual and linked visual works are constructed and the 
subsequent artefact is called a Visual Diary.  In these Visual Diaries I maintain a commitment to 
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the materiality of traditional lime plaster and locate my self-story through exploring, challenging 
and transgressing the material methodologies of traditional fresco.  
Next, I present the six stages undertaken in applying the indwelling practices in the analysis of my 
studio text. I discuss excerpts from and reflect upon my recorded observations and highlight the 
understandings gained from these observations. I track the identification of specific and 
personally significant motifs and materials. These significant motifs and materials are those which 
were recurrent, which carried resonance for me and which became the source for storytelling 
through further material investigation. The ensuing images which were developed are discussed in 
Section 5 - The Visual Diaries. 
1st stage - The commencement of Indwelling in Studio Texts 
My first act of  indwelling was one of observation and to lay out as much of my studio texts as 
possible – and there was a playful approach to this - to really indwell by physically sitting 
amongst it all in the middle of the floor and just gaze and ask the question ‘What am I seeing 
here?’ 
“…I am looking across my studio floor carpeted thickly with works on paper, maquettes, 
photographs, and stacks of written journals. I wonder at what I am seeing and notice it 
seems quite impossible to remain in the one sensory faculty of sight….yes, I am seeing, 
but I am also remembering people, recalling the context of making and some of the texts I 
don’t even remember making beyond noting a date and sign-off. I register emotions, I 
digress into reveries. The studio text of the artist is a magnificent database…”173  
 
My next record of indwelling with my studio texts seems to have moved past the gazing to more 
subdued, reflective and ordered observation and reflects the question of ‘what stands out to my 
eye?’ 
“…I note the works-on-paper are mainly still in chronological order, just as I lifted them 
out of my paper press. The written Journals are similarly chronological – and I slowly 
start the reading, page by page, backwards in time. I notice this approach I take and it 
feels right, a respect for an unfolding personal history. It is allowing me to carefully step 
back in time, both figuratively and metaphorically. It is a slow uncovering process, layer 
upon layer….it is an active pentimento – and there is that powerful motif again regarding 
the layering of a picture, rediscovering and uncovering previous images, words, 
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emotions, materials recipes and material decisions that were made by me, and recorded 
at the time of making as significant…”  
 
This record seems to suggest there is a known order or date specific pathway through the personal 
record of the studio texts. But it is nothing like that in the experiencing of it. Although most of the 
texts are dated and signed it is not like a photographic album with a chronology of life stages 
captured in posed and random life moments – although an outsider researcher might quite 
reasonably look at the studio text in that way. Herein lies the difference for the insider researcher I 
believe because my particular lens of interest is on materiality and that is what I see first: 
“…I see the insistence of the materials used – it is a gestalt where I am looking at what is 
foregrounded…I see charcoal, papers, glassine paper, plaster, wood, and stone. 
Materials still recognizable in their primary state. I see the dryness and dust of charcoal 
residue. Some images are covered in glassine paper sheets – an online check shows that 
Eckersley’s Art Supplies still sells it – and yes… “Glassine Paper is the choice for 
interleaving or storage of artwork. This translucent sheet will not smudge pastel, 
charcoal, or graphite drawings. Glassine Paper is neutral pH, this makes the perfect slip 
sheet to protect your art. Acid-Free, non-electrostatic.” 
In spite of those reassuring qualities described by this supplier I see that there are some 
works-on-paper that have been attacked by silverfish! I feel some resonance with the 
metaphorical notion here of ‘what is being protected?’ and ‘what is being attacked?’”   
 
So, some of my studio text is preserved and valued, even veiled with the glassine paper: 
“…I leaf through the stacks of images, works-on-paper mainly …the charcoal residue 
thickly coats my hands, nails, nostrils – such an insistent material that inveigles itself 
onto and into my body. I use the dusty remains on my hands to finger draw onto a paper 
scrap – a simple gesture, formless, insubstantial – like a whisper of a voice or a material 
memory of a past drawing…the material is urging to come into expression again through 
my hand gesture…I am touching history, self-history, self-story and this touching and 
gestural response brings it into the contemporary moment…I get some stumps of charcoal 
and just start to draw…”   
 
It is at this point that I moved from observation to making - the material response to indwelling in 
the research - making images drawn from looking at the studio text and the tactile experiencing of 
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the materials in that leafing through and reflection. This tactility is captured in my recording of 
observations about the hand gesture of drawing and the materiality of charcoal, where “…I get 
some stumps of charcoal and just start to draw…” 
I am aware of the way in which my historical artefacts asserted themselves in my imagination, 
that is, in the material thinking in charcoal. A link in time is established between the gestures of 
my drawing hand in the past with my present drawing hand. To position myself as the conduit 
between eras of my history in this way has cogency and even poignancy for me. This historical 
connection or conduit seems an important element of evoking self-story and in the following 
excerpt seems also to speak to the question of “why fresco?” as a medium to currently work in for 
my creative work as distinct from my materials conservation work: 
 
“…In the reverie of indwelling on some notes from my restoration work-site diaries in 
2015, I recall the sensory imprint of fresco wall damage and read “…a black sooty patina 
of mold (on the work wall) is not unlike the black charcoal dustiness of my drawings…” 
and on the sensory imprint of the repaired wall “…I so enjoy the organic smooth  white 
lime plaster of a freshly prepared fresco wall…undulating skin-like along the muscle of 
the natural built wall of stone …laying the plaster is like stroking an animal…”   
Charcoal and Plaster. Black and White. Light and Shade. Chiaroscuro. Animism and 
tactility. 
The closeness and contrast of these two media seem emblematic of my interest in 
chiaroscuro effects – a heavy, important and mysterious necessity in the way I engage 
with narrative through materials – the dark, dusty and insubstantiality of shadow has 
metaphorical power in my making processes. 
 The animism of the material and production of fresh lime plaster is also a powerful and 
resonant indicator.  Based on this indwelling I can see the sense of aliveness that the 
laying of plaster has, to the extent of an animal quality speaking to me through the 
material – these powerful resonances are clearly important indicators for me in locating 
my self-story.”   
 
I note how important this first stage of indwelling has been, and that the freshness of the innocent 
and “inward” gaze174 at the studio text before me cannot be repeated. What I initially saw and felt, 
about my past imagery, use of materials and restoration work-site notes, was a unique, non-
replicable moment of research.  
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2nd stage - Ekphrasis 
As I reflected on these observations I decided to also record how I was feeling about my insider 
researcher role in the autoethnographic project. The following poetic forms were written as a 
response to the challenge of telling self-story, researching self and the practice of indwelling to 
support this exploration. As such they represent an example of studio text that is ekphrastic 
writing in the sense of responding to the creative materials before my gaze and is a typical 
element of my reflexive practice.175 Writing in this way is a dimension of making which records 
the senses and the thoughts in the pilgrimage of that making. It reveals my concerns and 
preoccupations to me, and challenges me in the midst of making to adhere to that which is 
resonant in the activity. In discussing this experience I also seek to contribute further insight into 
the documenting processes and activities of self-research and material thinking in practice-led 
research: 
Ekphrasis - Sequestered Truths 
All must be as I found it - it is all as I lived it 
The pristine state must be revered/honoured/ lifted up/ gazed upon/ souvenired/ labelled 
Memories and emotions contained thus 
Are not for public admission 
Yet here I am seeking out the bruising that tattoos the body in such self-studying 
Permanent markers of story become observable like ancient limestone truths sequestered 
in fresco caves 
Not secret 
Not private 
Open for admission 
Open for experience 
 
Figure 3.1:  Annette Chappell, Sequestered Truths, 2014-16, ekphrastic poem. 
 
The ekphrastic poem Sequestered Truths, 2014-16, Figure 3.1, is a studio text which reflects on 
the challenge of managing the personal as the subject of research. I read it as a self-reassurance. 
Memories and emotions may remain ‘sequestered in fresco caves’ of the private self but there are 
ancient human truths which are ‘not secret/not private’ and which are ‘open for admission/open 
for experience’ and which can be revealed for public consideration and response. In this way I 
                                                          
175 Wagner, ed. Icons-Text-Iconotexts: Essays on Ekphrasis, 9. Wagner proposes that ekphrasis is writing 
that includes all verbal commentary and writing on images. 
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also engage the critical outward gaze toward culture described by Neumann, and which 
“ultimately retrieves a vantage point” 176 for interpreting and revealing a story about self and 
culture, or re-telling of the culture in which the self is located. Ellis refers to this as occupying a 
“dual interactive role of researcher and research participant.”177 Thus the artist engages in cultural 
discourse whenever art is exhibited. 
 
The following ekphrasis Indwelling, 2014-16, Figure 3.2, is seeking to capture the experience of 
this dual role: 
 
Ekphrasis - Indwelling  
In the space between storylines I inhabit a great silence 
I watch to see what will happen 
What will take hold? 
What will anchor? 
What will awaken? 
I circle round my citadels of memoir 
And there is no option but to pursue the motifs of moments lived 
Then there it is  
The epiphanic moment  
Where feelings drain like aquafers    
Where I resonate in the rock –  
This is indwelling in the unseen caves of self-story. 
Figure 3.2: Annette Chappell, Indwelling, 2014-16, ekphrastic poem. 
 
In this studio text I have reflected on the experience of indwelling research practice as both 
researcher and research participant. I note the strange aptness of animistic imagery inferred in this 
practice where ‘I circle round my citadels of memoir’, and suggestive that the self-researcher is 
also self-predatory upon memory. The writing evokes for me the significance of being in ‘the 
epiphanic moment’, not only to see but to notice that which is resonant or in the fore-front of the 
self-story. In the ‘great silence’ of thoughtful consideration I ask myself ‘What will anchor? What 
will awaken?’ when gazing at these ‘motifs of moments lived’ in my studio text.  This evokes for 
me the research process, and the experience as research participant, of indwelling. I note that as 
research participant I record the experience of epiphany as resonance (‘I resonate in the rock’) 
                                                          
176 Neumann, “Collecting Ourselves,” 173. 
177 Ellis, “Exploring loss,” 49. 
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and it is this experience of resonance in the material that aligns with my choice of fresco as my 
medium, and my search therein for my self-story themes and motifs.  
Ekphrasis - Re-searching Self 
In the search for self I dis-home myself from the borrowed shell 
That subtle social skin that defines and discloses me  
In my form there are fabric folds that pleat, disguise, shroud and weigh 
What truth is there but as I materialised it? 
 
Figure 3.3: Annette Chappell, Re-searching Self, 2014-16, ekphrastic poem. 
 
This third ekphrastic poem from my studio text speaks to the idea of the researcher as the public 
self (‘that subtle social skin that defines and discloses me’), and the research participant as my 
private self (‘in …the fabric folds that pleat, disguise, shroud and weigh’). The piece also speaks 
to the potentially challenging decisions to be made when self-researching (‘in the search for self I 
dis-home myself’). More particularly it is the case for me that it is through the material making 
that I am able to ‘dis-home’ myself from what I have called the ‘borrowed shell/ That subtle 
social skin’ of the public self and to delve into the ‘fabric folds’ of self-story – ‘that pleat, 
disguise, shroud and weigh’ – in order to locate my own truths in and through the materials of 
making for ‘what truth is there but as I materialised it?’. 
3rd Stage - Materiality and Gesture  
“…I start to look again at the studio text before me – a laid out installation of my self-
story across the studio floor. I observe my gaze and that I am visually drawn toward the 
figurative images especially some charcoal drawings created during the decade of 1985 
to 1995. There they are in their archival veil of glassine paper!  
I lift the ‘veil’ and experience a different expression of the indwelling act – I notice 
specifics this time rather than the broader generalities of the unique first glance and this 
seems to be a marker that I am moving from observation to reflexivity in the gathering of 
research information.  
These texts are largely nude figure studies. I leaf through the collection in this decade of 
production and recall the names and faces, the bodies and presence of the studio life 
models. I recall the silence of the studio, the silence of the others in contemplation of the 
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posed model in those studios, the lighting, the angles of the easels, the draping fabrics, 
and the puny electric bar heater for the model. 
The models – I remember the purpling of their legs and fingers as their stillness slowed 
their circulation, their glassy fixed eyes as they managed their bodily challenge of 
stillness. The gasp of the artists if the model had to move a little. I remember the swirl of 
the gowning robe they used to cover themselves and warm up at the end of each 
session…how ordinary they were again, clothed and covered after their proud and 
pristine nudity.” 
 
Looking at my written record of this moment I note my comment that I seem to be “moving from 
observation to reflexivity.” It has remained a challenge to retain the innocent gaze of the 
autoethnographer, continually asking myself ‘What do I see here?’ The insider researcher may 
well have a shortened time span for the fresh view or the innocent gaze because the process of 
self-story is intensely reflexive.  This reflexivity is certainly evident in the following capture of a 
critical moment of realization about material knowing through gesture:   
 
“…I wonder at memory, and these material prompts to memory. I gaze at the drawings 
before me and look into the eyes, faces, shadow shapes and seem to re-enact the hand 
gestures frozen in the drawn lines. I am surprised that I notice how personally distinctive 
the gesture of drawing is – for me it is a gesture of movement from right to left, though 
when I write words as a right handed writer I clearly gesture from left to right – why is 
this drawing gesture so definitively back to front then? The material evidence is before 
me. I widen my gaze across the studio floor and up the walls and see that I am 
surrounded by this gestural reversal. My story is embedded in the back-to-front movement 
with the materials/media being used. It feels like a significant though surprising 
observation.” 
 
These images could not have been first described in words and writing. What I now know is that 
the drawing gesture in the material comes first, and then my words may build on and out from this 
movement in a reflexive expression. Significantly, I notice that I gesture toward myself when 
drawing and gesture away from myself when I use words. 
 
The idea and the design of my imagery is within the making, there is a clear definitive physical 
gesture as evidence of this. There is no preliminary note-taking or words or readings present – it is 
all gesture through material first: 
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“I look again at the right to left gestural patterns in the works on paper, oblique lines 
building up and moving across a sheet describing the human form. I find myself 
mimicking the movement of oblique steady lines, right to left – crossing and flowing, 
making shadows, skirting around fully lit forms, sometimes smudging into shadow and 
indistinct space.  
Then I see them.  
Stripes.  
I see them and cannot un-see them…” 
 
As self-researcher I also experienced a strong resonance in this seemingly simple observation of 
“…Stripes/ I see them and cannot un-see them…” and this noticing of resonance led me to the 
next stage of indwelling.  
 
4th Stage - Stripes and the Zebra 
Seemingly everywhere in the studio text I see stripes, in the shaded hatching lines, in the fabrics 
and decorative settings and most emphatically in the figurative form of zebras. Here and there, 
they appear or are suggested. I look again at studio texts on each side of this particular decade of 
work, 1985 to 1995 and find visual elements prior to this time period, stretching back to a first 
‘How to Draw’ book where a zebra featured and my first child-like attempts to draw it are 
recorded. Stripes and the image of the zebra form a bridge for before, during and after this period 
of a decade that I had been focusing on. It is evident in writings, works-on-paper and three-
dimensional objects: 
 
Figure 3.4: Detail of Figure 5.1 Dreaming with 
the Zebra, 1995, multi-media on paper, 60 x 
40cm. 
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“There are stripey lines in various forms like ribbons, like hair tresses, the organic lines 
of a backlit row of woodland trees, there are uniform stripes of steps in a ladder, a line of 
metal uprights in the arches of a welded metal sculpture, there are maquettes made from 
bamboo sticks wrapped with red fabric to show a striping pattern. The life drawing 
models recline on striped rugs. My drawing technique is a thatch, a weave of lines, side 
by side. My writings are styled in a magic realism form where the zebra is identified and 
is a player in my narratives.” 
 
The written journals of this period also explore and expose this imagery. I have to stop for a while 
when I read in the journal margins a disembodied message to myself from that time, 
 
 “…this is a deeply emotional experience and I can’t quite yet understand what the 
striping means for me…”   
 
The abstract stripes, and the figurative form of the stripe of the Zebra, are significant recurrent 
motifs in my self-story, embedded in gesture and materials. The recurrence still has a great 
resonance and it has therefore fed in to an extended exploration in my Visual Diaries.  
 
As a result of this observation I continue to explore the written journals and commence the 
process of indwelling again, mindful of how precious the first observation is. This fourth 
indwelling phase with the studio text is challenging because the imagery and materiality of my 
observations, and understandings so far, will undoubtedly wash across these poetic/prose records. 
The specific written references to a zebra motif which I locate are embodied in prose and poetic 
writing and three extracts of writing are included here: 
 
 “.. I lead the zebra under the rock shelf for shelter…the dirty dry sounds of thunder are 
breaking…”   
 
“…zebra stripes of black brown – like funereal ribbons, wrapping a dark gift…wine, 
cigarettes and coffee and the shrouding night…”   
 
“…I dream of the zebra and we are dancing together on the coffin lid of an angel…”   
 
There is a demonstrable resonance in these references to a zebra motif, and associated in these 
records with ideas and mention of death (‘funereal’, ‘shrouding’, ‘coffin’), of threat (‘shelter’, 
‘thunder breaking’, ‘a dark gift’), darkness and dreaming (the ‘shrouding night’, ‘I dream of the 
zebra...’) and even of celebration with reference to ‘ribbons’, ‘wine, cigarettes and coffee’ and of 
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‘dancing together’. The language is impressionistic rather than definitive. The evocation and 
capture of a sensation seems always to be the intent of this written studio text.  
My indwelling process is as challenging as I predicted because the areas of studio text that feature 
this motif do wash across each other. Reflexivity is an intertwining of elements and is not a linear 
progression of cause and effect between ideas and sensations.  
5th Stage - The Forest 
Individual trees, and the collective forest of trees, have also been observed as a recurring motif in 
my studio text. For many world cultures, the forest is understood as a dual entity in the human 
imagination, being imagined as a place of great danger as well as being revered as a source of life 
and sanctification.178  During the indwelling phase I have identified several recorded events where 
the Forest as motif has been stimulated and explored. In terms of methodology I note that the 
recurrence of this motif still has a great resonance and has also therefore fed in to an extended 
exploration in my Visual Diaries. I include three of these resonant observations where the 
imagery of trees and the forest have been variously experienced, and associated with the qualities 
of the ‘stoic and iconic’, of ‘ruin and morbidity’, and with ‘ineffability’.  
The Trees of Wilpena Pound – Stoic and Iconic 
The first of these explorations was during 1984 when as a student I visited Wilpena Pound in the 
Flinders Ranges area of South Australia. It has always felt like an important trip to me and which 
has continued to resonate for me in the ensuing years. It was a field expedition in which the daily 
practice of drawing and making could only be characterised as an immersion in landscape. The 
trip was with a group of fellow art students. Led by artists and teachers at the Ballarat College of 
Advanced Education, Mostyn Bramley Moore, Doug Wright and Peter Blizzard, each day we 
were dropped along the outback tracks with our equipment and some provisions and picked up at 
dusk at a pre-arranged tree or landmark along the dirt track.  Mostly alone for the day, we each 
amassed an extraordinary body of work for later exhibition– drawings, paintings, maquettes of 
stone, mud and fibres. We witnessed the diverse material practices of our teachers’, each of whom 
were preparing their own works for exhibition from this expedition, and we were left to dwell 
upon our own practice and production. On our return to Ballarat, in my memory a cliché of ‘a 
cold and rainy night’ in September, and upon unloading the art works, I recall the hilarity amongst 
the group as we looked at our astonishingly colourful artefacts. Against the drab and wet and cold 
                                                          
178 FOREST / TREE / MAN. (Museum of Ethnology, Vienna, 2012). http://press.khm.at/fileadmin/content 
/KHM /Presse/2011/Wald___Baum___Mensch/PT_Wald_0308_eng.pdf  (accessed December, 2016). 
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of our hometown in late winter, these images seemed lurid and strange, fabulous tokens of another 
environment. A section of my studio text from that time reads: 
“…this was unexpected…heavy spring rains have transformed this landscape, wild 
flowers everywhere like a completely marvellous Persian carpet of the outback…red 
flowering hops, pale blue and white paper flowers…reedy V-shaped shrubs spring up like 
exclamations of delight…landscape reveals its secret self…it has carried this beautiful 
secret within during the years of drought…an archive in the waiting, wanting to be 
enlivened… the massive trees with their peeling bark seem to have transformed from stoic 
to iconic with this flushing of rain….overpowering presences…”    
 
The ‘stoic’ and ‘iconic’ trees in this remarkable landscape had ‘overpowering presences’, images 
of strength and reliability and great beauty. This was a landscape that had come into an 
exceptional flourish of life and growth after a drought. We sat beneath these trees all day and slept 
beside them at night, they were drawn and painted by us, twigs and bark were collected and 
woven into new forms by us. We interacted materially and pictorially but also at a level of 
emotional empathy. Though ‘stoic’ during drought, they had become ‘iconic’ in their fully alive 
setting during the rains. These sensations and understandings were still apparent to me as 
significant during my observational activity and therefore fed into my Visual Diaries. 
The Trees of Rosslyn Bay – Ruin and morbidity 
During 1999 to 2001 I lived in the coastal town of Yeppoon in the state of Queensland, in a hill-
top house above Rosslyn Bay and overlooking Great Keppel Island. On the hill behind this small 
housing development I was told there had once been a pineapple plantation but which had been 
abandoned and had reverted to thick regrowth bushland with abundant and diverse fauna and 
flora. In my studio text were many versions of my responses to this environment – writing, 
photos, sketches, maquettes - including the day when developers returned to chain-fell the trees in 
readiness for another housing development. It was a remarkable day and my records captured the 
sounds and sensations: 
“…the bulldozers are massive…behind them trail the chains which rattle across the 
bitumen road to be dragged slithering into the bush….the noise of the engines and the 
crushing of vegetation commences... the ripping and sap-gurgling of trees felled by chains 
continues until the hill is nude and raw…”   
 
The next day it rained, a monsoonal Queensland downpour: 
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“…the exposed earth, with the last sticks of tree remnants, is gathered into the rain and 
runs away in a red torrent of topsoil down the hill, across the bitumen beach road, across 
the beach sand and bleeds into the ocean of Rosslyn Bay. It feels like a murderous and 
dreadful day of ruin and violence…”   
 
 
I retain a strong sensory recall of this event, and especially the smell of the volatile oil of 
eucalyptus released from this broken vegetation. The profound atmospherics of morbidity, and an 
ending of life disproportionate to the calm beauty of the minutes before the chain felling, all 
remain resonant, sensory and significant experiences. Even as a singular event it is given a voice 
in my Visual Diaries where I explore the dark backgrounds of my imagery. In these dark 
background studies a landscape is evoked and references to trees occur, as tree trunks looming out 
of the darkness, as a silhouette shape in the far distance, and where a lurid red sky of bloody 
destruction is evoked.    
The Trees of Canberra - Ineffability 
In 2014 I attended a conference in Canberra – which seemed to me to be an inwardly focused 
discussion about the dire future for the liberal and creative arts in our modern first world 
universities. From this context of negative rhetoric I decamped to the Australian National Gallery 
and to view a fog sculpture installation by artist Nakaya Fujiko.179 I mention this contextual detail 
because it served then, and now, to forefront the capacity of the arts to bypass negative and 
inward-looking rhetoric, to engage the observer in dynamic and outward-looking cultural 
discourse, and to thereby compel a personal response.  
Fujiko’s work proved to be engaging, dynamic and compelling. At the first physical experience 
and reading of this installation event I saw the trees swathed in veils of mist, from machine-
generated misters. My studio text notes record my experience of this ephemera and the substantial 
cultural story that was foregrounded for me: 
 “…installed here in a small natural clearing between the windowless buildings where 
high art and permanent art are housed. I feel in this installation of fog among the trees 
and shrubbery the ineffable cycle of the natural world and in that timeless anonymous 
                                                          
179 Fog sculpture installation by Nakaya Fujiko, Australian National Gallery, 2014. 
http://www.bing.com/search?q=Nakaya+Fujiko+++Fog+sculpture++installation&src=IE-
SearchBox&FORM=IESR02 (accessed January, 2016). 
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mist and thickening fog the trees stand like expressions of human story…contrasting the 
life that is grounded and the life that is reified and disconnected…”   
 
The ‘anonymous mist and thickening fog’ seemed to me to function like a veil evoking mystery, 
secrecy, the insubstantiality and suggestiveness of form that is shrouded, covered, draped . It 
seemed to be both a beguiling persona, and even the ‘dangerous ornament’ referred to in Busse’s 
research on the cultural imagery of veiling.180 
 
 
 
This experience of the fog enveloped trees encountered in Fujiko’s installation contrasts with my 
records of the trees in Rosslyn Bay. Both of these recorded experiences remain resonant in my 
studio text. Trees that are stripped back to a bone-like structure, and the dematerialising effect of 
fog swirling around trees, are images which both find expression in my Visual Diaries. The 
metaphor of fog as a veiling or dematerialising of the substantial is explored and progressed as 
self-story in the sequence of images of The Forest of Remembering, 2015, Figure 5.19. In this 
sequence I explore the idea of the unspoken and the ineffable, in a pictorial conflation of my 
resonant motifs of Trees, Zebra, Bride and Veils/Mist. The dematerialising of the substantial re-
emerges in the final suite of work, Figures 5.30, 5.31 and 5.32, which are created in full fresco 
form and where formlessness and form-denying material effects are explored. 
                                                          
180 Busse, A. “Dangerous ornament: The figure of the veil in early modern English literature.” ProQuest 
Dissertations and Theses, 2010.  
Figure 3.5: Nakaya Fujiko, Fog sculpture installation, Australian National 
Gallery, Canberra, 2014. Private photo collection. 
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6th Stage - The Veil and the Bride 
The veil, according to the research by Busse, is a symbol whose truth is never singular or fixed 
and retains a persistent allure in the Western imagination that speaks of mystery, darkness, and 
desire.181 Draping, masking, shading and veiling are recurrent motifs in my studio text and have 
resonance for me, not least of which are the images of veiled brides. As Busse has indicated, the 
nature and function of the veil has a persistent allure. 
I locate the motif of the veil as both metaphor and object in my studio text. The veil is materially 
apparent in the past use of floating fabrics, in metal formed drapery in three dimensional works, in 
works-on-paper where I observed masking, shading and veiling of eyes and faces. Even the visual 
impact of looking at my studio text as a whole, with various protective wrappings of bubble wrap 
and glassine paper, evokes these qualities of mysterious veiling.  
The exploration of the motif of the Bride and bridal veiling in my Visual Diaries can be viewed in 
a similar vein to the pictorial exploration of the fog enveloped tree forms. As both metaphor and 
object, the veil and enshrouding fog are both significant motifs in my self-story. They are 
evocative pictorial images of mystery and of silence, and have a visual seductiveness in 
conveying and contrasting the substantial and the ephemeral. The material construction of the 
veiling, or the misty swathes of fog, enables me to explore these pictorial motifs through a 
physical engagement in the covering and uncovering of story. 
The veil (velo in Italian) is also a colloquial term in fresco construction, being the intonaco layer 
or top lime plaster layer of the fresco surface. The velo is a creamy-textured white lime plaster 
mix which is glided over the natural surface contours of the wall. The intonaco hides the 
structural lower layers of the fresco surface, the arriccio, where more coarse grades of sand 
amalgams are used. The arriccio is also colloquially referred to as the lung of the fresco wall. The 
embodied language of fresco wall construction is evident in these colloquialisms. When 
constructing these layers, the story of this material is also realized. It is realized in its rough and 
sturdy foundation, realized in the subsequent layers of material refinement that literally function 
as a lung, drawing air through the structural form. Finally this layered material story is realized in 
the delicate and sensuous veil/velo, where the painted story will reside within its chemical 
structure, a materially archived story.  
In materials conservation work, the layers of design, constructions, patina (and the damage 
incurred by time or weather or vandalism) are engaged with alongside considerations of the 
painted story. In essence the velo can be seen to operate in an opposite way from its original 
                                                          
181 Busse, “Dangerous Ornament,” 2010. 
59 
 
function. In its damaged state the velo is revealing rather than concealing the layers of the material 
story, whilst its surface damage conceals rather than carries the original painted story of the 
fresco. In materials conservation the painted image and the material construction both reveal and 
conceal their layers of story - the pentimento - in concert.  
Pentimento is a term that especially appears and recurs in my onsite notes recorded on material 
conservation sites. It offers a conceptual framework for me in considering the endless interplay 
between both material and pictorial considerations. It is also a powerful and evocative metaphor 
in story-telling specifically in relation to the imagery of enveloping fog and veils. The idea of 
layering in story, of concealing and revealing, is therefore considered in the Visual Diaries and 
variously explored in the final full fresco works of Figures 5.30, 5.31 and 5.32.. 
Materialising the Self through Indwelling 
My research suggests that self-story in practice-led research is able to be located and recovered by 
the autoethnographic practices of indwelling and reflexivity in the studio text of the artist. 
Furthermore, this rich process of indwelling is not captured solely as a written qualitative research 
event of ‘noticing’ elements of ‘data’. For the practice-led artist/researcher, indwelling is captured 
by materialising that ‘noticing’ through the active immersion in material handling, material 
knowing and making. 
Carter’s conception of material thinking also offers a view on active materials in creative 
processes where materials are not passive nor are instruments, but interact with the maker’s 
artistic intelligence when ‘hands, mind, and eyes’ are connected in a creative process.182 Through 
handling materials in practice, a form of tacit knowledge arises, providing a particular way of 
understanding the practice that is grounded in the hands-on practice itself. 
In this project, self-story themes build on this integrated methodology – of immersing, noticing, 
handling and making. The responsive creation of my Visual Diaries are the material 
documentations of that threaded approach, identified and acted upon during the deliberate phases 
of indwelling in studio texts and complemented by personal and ekphrastic written 
documentation. 
There are discernible stories observed in the studio text that are intertwined with the choice of 
specific materials, pigments and material methods. These materials are seen to carry or archive 
the motifs of my self-story.  
                                                          
182 Carter, Material thinking, 2006, xiii. 
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The visual research of this project has focussed upon engagement with three recurring motifs, that 
of the Veiled Bride, the Zebra and the Forest. These motifs, expressed as Visual Diaries, 
demonstrate the helix of practice-led research linking my studio text with the materiality of fresco 
and constitute the self-story.  
In the following Section 4 – A Cabinet of Curiosities, I frame my storytelling with reference to 
Stewart’s speculation that human story is “not an exercise in representation…it is a cabinet of 
curiosities designed to excite curiosity.”183 This eclectic notion of a ‘cabinet of curiosities’ also 
evokes Denzin’s idea of connected and discrete self-stories, stories which are collected around 
common or connecting themes, just like a collector’s cabinet with drawers and compartments 
filled with curious related artefacts.184  
It occurs to me that the practice-led researcher’s studio text is similar.  
                                                          
183 Stewart, K. “Cultural Poesis: The Generativity of Emergent Things.” In Norman K. Denzin and Yvonna 
S. Lincoln, Collecting and Interpreting Qualitative Materials. (Thousand Oaks, CA: Sage Publications, 
2008), 1040. 
184 Denzin, Interpretive Autoethnography, 30. 
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SECTION 4  -  A CABINET OF CURIOSITIES 
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The Curious Layers of Story-telling 
Essentially this research project is a self-story. Story in itself is a curious thing. It may have 
several versions depending on the viewpoints of the story-tellers and their multiple layers of 
meanings and interpretations. It could be told thematically and chronologically by an outside 
researcher who encounters my records, my studio text, and who interprets various narrative arcs, 
who may note cause and effect, who may interview me and others, and who will arrive at some 
conclusions. However this would not capture the experience of immersion in the narrative of self-
story, available to the practice-based researcher through material embodiment. It is the difference 
between the telling and re-telling of a story in the third person, and the subjective ‘I’ of a lived 
and re-collected experience of it. 
 
The following story demonstrates this understanding and starts with a small scribbled entry in the 
margin of my studio text journal records from 1991, exhorting my younger self to “…trust the 
materials because though inert they do hold a truth.”185 The material I was using at that time was 
Plaster of Paris and plaster bandage in mould-making of body parts to capture and archive exact 
imprints of a child. My contemporary reflections illustrate something of the curious and affecting 
layers in story-telling: 
 
“On revisiting these artefacts and touching them - these delicate and small plaster 
moulds - I can both see and feel how they “hold a truth”, the embodied trustworthiness of 
this moulding material. This material carries the story of the context of the making, the 
purpose for the making, the emotion of the memory, the physical challenges for my 3 year 
old  model to remain still for an extended time. It is a complex material artefact of 
emotion, of conservation of memory, of multiple layers of subtle meaning. It is physically 
stored in a box, a ‘cabinet of curiosities’, along with other memorabilia. I can pick up 
each of the moulds and turn them round and over and see the imprint of skin, the 
expression wrinkle of laughing eyes.   It captures what was there at that time and what is 
now absent, it captures the shape of a body that once was and which is now older and 
different.” 
 
The material artefact carries story in a most profound and curious way.  
 
                                                          
185 Studio text of the artist. 
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Story is Salvage, Recovery, Repair and Conservation   
Story capture and story-telling in my practice finds a parallel in the objectives of salvage, 
recovery, repair and conservation which also underpin material conservation work. Salvaging 
degraded pictorial elements, and halting the material degradation of the wall supporting the 
traditional fresco picture, has cogent parallels with salvaging from personal memory and memoir 
in locating self-story. 
 
During the past decade I have contributed to onsite materials restoration work, commencing that 
apprenticeship through basic wall repair (see Figure 2.1) and progressing to onsite works, 
scaffolded for restoration cleaning and minor pigment repairs (see Figure 4.2). This activity alone 
has a story, that it is physically demanding, dirty, hands-on labour and often in hot/cold 
uncomfortable settings. Onsite materials conservation is a stark contrast to laboratory based 
restoration activity aided by micro technologies. Working within the scaffolded cage however is a 
world unto itself. In this space and in this immersive moment I encounter the heart of the story of 
the material. It is a complete immersion in the multiple layers of construction repair. This 
pentimento quality of fresco feeds deeply back into my own art practice in the studio where I 
consider the contemporary applications in my art making for this traditional material.  
 
 
Figure 4.1: On-site restoration, 2015, Florence, Italy.  
Personal photo collection. 
 
Fresco is a gestalt of material ground and image – the physical ‘page’ of the wall and the pictorial 
story presented. The damaged wall and/or pictorial patination of traditional fresco paintings may 
be salvaged through conservation and repairs. Similarly, the self-story may require a process of 
salvage and recovery of ideas, memories, knowledge and understandings of the self. This may 
occur through remembering story origins, through examination of relevant personal and public 
archival records, through the reparation of links between and understanding of events and 
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memories. In those actions one may achieve a kind of conservation of self-story. In the stories of 
our lives the “new is always coming into sight, displacing what was previously certain and 
seen...and what now is.”186  
In removing layers through repair or noticing multiple layers due to patina degradation, a new 
insight into the material and pictorial story may replace what was previously seen and understood 
and then that insight recoded due to recovery and repair. Jaqueline and Maurice Guillaud 
demonstrate how even simple cleaning may reveal “a fresco very different from the one to which 
we were accustomed” with reference to the repair of the fifteenth-century frescoes designed by 
Fra Angelico in the convent of San Marco, Florence.187  
Like the material fresco which alchemically ‘carries’ its story, as the story teller we also carry the 
multiple versions and traces of our own truth. In exploring that truth, it may be different from that 
to which we have become ‘accustomed’ to believing about ourselves.  As Denzin has suggested, 
in the autoethnographic quest there is “no truth in any painting or story of a life only multiple 
versions and traces of truth.”188 Aspects of these layered versions of truth have become variously 
apparent to me as a materials conservator, and also as the artist and story-teller in this project. 
Story is Contentious 
Contention over subject matter in traditional fresco has run like a scarlet thread through the 
history of fresco making. In providing a building or a wall for applications of fresco art the owner 
or patron has had proprietorial ideas about the theme of the story and its associated imagery. The 
historical context of state, church or private patronage and the contestation with artists over 
ownership and control is especially noted in the fourteenth and fifteenth-centuries of European 
art. Censorship and political control also seem to attach to the architecturally anchored patronage 
of fresco.   
A brief example of this tension is found in Giotto’s fresco painting of The Cleansing of the 
Temple, 1303-05, (Scrovegni Chapel, Padua, Italy),189 and which features the biblical story of 
Christ driving out the moneylenders. Such a subject matter usually features tables with coins 
spilling over, scales for weighing gold, and figures posed in anxious exchange relationships. This 
image features none of those tropes. However we know that Scrovegni was the son of a notorious 
                                                          
186 Denzin, Interpretive Autoethnography, 1. 
187 Guillaud, J. and M. Fra Angelico. The Light of the Soul. Painting panels and Frescoes from the Convent 
of San Marco, Florence. (New York: Clarkson N. Potter, 1986), 16. 
188 Denzin, Interpretive Autoethnography, 1. 
189 Giotto di Bondone, Cleansing of the Temple, c.1303-05. Arena Chapel, Cappella degli Scrovegni, Padua, 
Fresco. http://www.cappelladegliscrovegni.it/index.php/en/the-scrovegni-s-chapel/restoration (accessed 
March, 2017). 
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moneylender, and it is believed, from viewing the spolvere layer during restoration, that 
Giotto ‘tidied up’ the scene rather than offend his patron.190 It is possible to view the changes 
made to the final imagery by observing the under-drawing cartone or spolvere. These changes are 
more than likely revisions requested or demanded by the owner of the wall. Contestation causes 
story and history to be re-written or varied and the under drawings of fresco are a silent testament 
to alternative truths. 
As a site of artistic contestation and censorship for centuries, the contemporary application of 
fresco which I am proposing is therefore a social and political gesture. As an expression of the 
individual, the self-story of the artist, liberated from architecturally fixed settings and associated 
control of content and interpretation by powerful patronage, it may also compel contestation but 
scarcely a re-working of the story and image. The portable and transient contemporary fresco, 
authored, owned and created by the individual in this context supports the liberation of the 
personal and the subjective and is therefore free to problematize “any form of compliance or 
disobedience claimed by those in power to be natural.”191  
Story is a complex multi-layered performance text 
Story-telling may be conceived of as a complex multi-layered performance text. Multiple layering 
also infers complexity. Richardson expands on the complexity of, and possibility for, story as 
being like a pleated text, of capturing that which emerges between what is there and what is 
absent.192 Story telling may be reframed as performative, able to be spoken, danced, sculpted, and 
shaped. It may also be materially and pictorially conveyed.  The initial process of 
autoethnographic indwelling in my own multi-layered studio text revealed some of this potential 
for ways that story may be unhooked from traditional story lines, and thereby engage with some 
of the qualities of this subtle pleating. My exploration of dark coloured and mysterious 
background settings is an example of this interest, as seen in Figures 5.27, 5.28 and 5.29. In these 
meditative diptychs I invite the observer to literally lean towards them. In this way I encourage a 
commitment to explore the experience of silence and absence whilst immersed in these form-
denying settings which are emotive and intriguing. It is an invitation framed in the belief that art 
activates understanding through its directness of being and through the mediation of the 
observer’s embodied experience.  
                                                          
190 Derbes, A. and Sandona, M. The Usurer's Heart: Giotto, Enrico Scrovegni, and the Arena Chapel in 
Padua. (Pennsylvania State University Press: PSU Press, 2008). 
191 Preziosi, D. “Coda: Plato’s Dilemma and the Tasks of the Art Historian Today,” in The Art of Art 
History: A Critical Anthology, 2nd ed., edited by Donald Preziosi, 504-409. (Oxford: Oxford University 
Press, 2009). 
192 Richardson, “Skirting a pleated text”, 294-304. 
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Story is Pentimento 
In this project I refer frequently to the concept of pentimento as a term which has significance and 
resonance in my own capture of story. It is a term highlighted by Denzin in his initial discussion 
of storytelling in autoethnographic methodology.193 His definition of pentimento essentially refers 
to:  
“…an underlying image in a painting, especially one that has become visible when the top layer of 
paint has turned transparent with age, providing evidence of revision by the artist.”194  
 
It may be further defined by referencing its Italian language origin as equivalent to repentance, 
regret and to correction.195 
I propose it may also be considered as a new term for practice-led researchers in its dual reference 
to both the material and pictorial story of an artefact. Pentimento is a term which evokes the 
history within the material in that it refers to any revisions and corrections in the pictorial image 
and which are essentially archived in the material which carries the image.  
It is also a research challenge to consider the shades of meaning within the word being not only 
about layers revealed, but also the way self-researchers may be transparent, veiled or opaque 
about correcting, hiding or choosing to only partially reveal our self-stories. So I also 
acknowledge the potential usefulness in practice-led research in the other shades of meaning of 
the term pentimento, that of repentance, regret and of correction. By this I mean that in the 
immersion in studio text I have had to carefully honour that which I was observing and not 
‘repent’, ‘regret’ or ‘correct’ what was revealed or hidden in those immersive observations. As 
Ellis suggests “we constantly have to consider which questions to ask, which secrets to keep and 
which truths are worth telling.”196 
Story is a personal experience narrative (or image) connected to the larger 
life story 
The immersion in my studio texts through an indwelling process has been discussed in Section 3 – 
A Pilgrimage of Indwelling with regard to the process of identification and choice of significant 
and resonant motifs for my storytelling, being Stripes/Zebras, The Forest, Veils/Mist, and A 
Bride.    
                                                          
193 Denzin, Interpretive Autoethnography, 1. 
194 Denzin, Interpretive Autoethnography, 1. 
195 Definition: pentimento. This term refers to a reappearance in a painting of an original drawn or painted 
element which was eventually painted over by the artist. It has origins in the Italian language meaning 
repentance, correction, from pentire to repent. https://www.merriam-webster.com/dictionary/pentimento  
196 Ellis, C. “Telling Secrets, Revealing Lives: Relational Ethics in Research with Intimate Others.” 
Qualitative Inquiry, 13, (2007): 26. 
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Through reflection and subsequent analysis of these recurring motifs I have been able to assemble 
storylines which potentially connect with the life stories of others, where the self-story may move 
outwards and towards the larger cultural and social story.197 These self-story images are partial 
representations of my personal experience and are communicated for consideration by others 
through the performative exhibition. Through public exhibition I am also testing whether these 
images also compel the recognition by observers of their own singular experiences or larger life 
stories. My intention is to set the scene for such personal identification and for public discourse. 
 
Story is the materials collected  
During indwelling contemplation of my studio texts my preference for particular materials and 
processes (charcoal, dark pigments and plaster materiality) emerged. A specific observation 
related to the material of charcoal for drawing, and the physical experience of its substance. 
Within its chalky character, it may be blended, form lines, shadows, and create a range of 
chiaroscuro effects. I also noted that I have a particular gestural technique of right to left in 
charcoal and which mirrors small stripes. These material observations contributed to identifying 
my self-story.  
The construction of lime plaster in the context of materials conservation of fresco also contributed 
to identifying a central metaphor for my story of layering. That is, in the construction of lime 
plaster layers, the material carries its own narrative. This aspect of self-story, through analysis of 
materials and process, and the material thinking therein, contributes to my understanding of how 
self-story is embedded within material constituents.  
With consideration being given to the discovering of story in the layering within material 
constituents I undertook to make several sample boards as small scale studies using the traditional 
fresco technique of sgraffito drawing in lime plaster.198  It proved to be a most useful confluence 
of thinking and production with regard to material, technique and motif, initially in relation to the 
figurative motif of the zebra, and following that with its abstract corollary of striping.   
Sgraffito involves drawing by scratching through the lime plaster velo, to reveal an under layer of 
colored lime plaster which has already been applied. Sgrafitto is typically found as an external 
architectural decoration on stucco or plaster render. During onsite conservation engagements in 
Florence, Italy, I have lived and worked in buildings which retain some extraordinary examples of 
                                                          
197 Neumann, “Collecting Ourselves,” 186. 
198 Sgraffito: decoration by cutting away parts of a surface layer (as of plaster or clay) to expose a different 
colored ground. https://www.merriam-webster.com/dictionary/sgraffito       
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this drawing art form in stucco.199 In my on-site notes these decorative friezes are noted and 
commented on, and photos collected of examples. It is of research interest therefore to explore 
how the technique might offer a material and metaphorical means to locate story. Although I did 
not pursue further work in sgrafitto beyond these sample boards the experimentation was 
productive. I did discover and adopt a softer technique for drawing on the plaster velo in my 
Visual Diaries, by rubbing rather than scratching, and this approach specifically fed into my 
subsequent image of Into the Heart of Darkness: the Forest closes round, 2015, Figure 5.16. 
In the Preliminary drawing for Zebra Woman, 2015, Figure 4.2, the plaster surface of arriccio is 
moulded into the outline of a figure. A dark pigment is mixed with the intonaco and applied over 
the arriccio. A velo layer is then laid down and allowed to set but not to dry. On this surface a 
drawing is scratched or etched into the velo, deep enough to reveal the dark underpainting. I 
describe the technique here to demonstrate the material story, its layers and its potential for 
metaphor in story.  For me it was both a physical and metaphorical scratching back into the dark 
under layer to locate motif and story. The etched surface can be seen in the following Figure 4.2: 
Preliminary drawing for Zebra Woman, 2015, and in Figure 4.3, Zebra Woman, 2015:  
                                                          
199 Pecchioli, E. The Painted Facades of Florence: From the Fifteenth to the Twentieth Century. (Florence: 
Centro Di della Edifimi srl, 2005). 
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Figure 4.2: Annette Chappell, Preliminary drawing 
for Zebra Woman, 2015, sgraffito fresco on wooden 
board, 30 x 20 cm. 
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Figure 4.3: Annette Chappell, Zebra Woman, 2015, sgraffito fresco on wooden 
board, 30 x 20cm. 
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The following sample boards, Stripe Abstractions, 2015, Figure 4.4, and Stripe Abstractions II, 
2015, Figure 4.5, also explore the zebra motif but in its abstract corollary of striping. These show 
the variety of line, texture and tonality that can be achieved with sgrafitto. I include them here to 
demonstrate the progression of material thinking and the evolution of story: 
  
Figure 4.4 Annette Chappell, Stripe abstractions, 2015, sgraffito on wooden board, 
20 x30 cm 
Figure 4.5 Annette Chappell, Stripe abstraction II, 2015, sgraffito fresco on wooden board,  
20 x 30 cm 
Figure 4.4 Annette Chappell, Stripe abstraction, 2015, sgraffito fresco 
on wooden board, 20 x 30 cm. 
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Story is a cabinet of curiosities 
The telling of a story or stories based on ‘collected curiosities’ has the appealing quality of 
expressive, even romanticised storytelling. Story may be woven around the simple personal 
collection found in a cardboard box, a studio text collection like my own, or located in the formal 
archival cabinets of individual collectors or museums. Each collection will have something of the 
curious about it, presenting stories in diverse and multi-layered ways. In terms of locating my 
self-story, the metaphor of a ‘cabinet of curiosities’, described by Stewart, has been an evocative 
way to consider the single, yet diverse artefact of my studio text.200   
Within that studio text ‘cabinet’ is the collection of self and personal experience stories where 
recurrent themes have been identified. It is also an apt and succinct way to describe the outcomes 
of my method of indwelling in studio text. Common themes and motifs, materials and marks are 
observed, recorded, and stored in the studio text ‘cabinet’ for further reflection and analysis. It is a 
continuous collectable. The studio text can thus readily be elaborated as a ‘cabinet of curiosities’, 
a rich and stimulating resource of ideas and moments that has inspired and elicited resonance for 
this practice-led researcher. Stewart indicates that a collection characterised in this way has 
significance because it is not an exercise in representation but is designed to excite 
curiosity.201And for me, it did.  
Story works outwards from epiphany 
The suddenness of epiphany is remarkable, a moment of consciousness or understanding that has 
such an elevated importance one cannot return to a previous state of understanding or 
experience.202 The first epiphanic moment for this project occurred quite specifically after the first 
stage of indwelling in my studio texts.  This moment became the point for “working outwards” 
from the disruption of epiphany, towards what Spry refers to as “memory, history, structure and 
performance” in self-story building.203 The epiphany is therefore the powerful link between my 
immersion in the material layers of fresco, experienced and awakened during materials 
conservation activity, and the subsequent location of layered story in the recurrent motifs in my 
studio text. 
 
                                                          
200 Stewart, K. “Cultural Poesis: The Generativity of Emergent Things.” In Norman K. Denzin and Yvonna 
S. Lincoln, Collecting and Interpreting Qualitative Materials. (Thousand Oaks, CA: Sage Publications, 
2008), 565-587. 
201 Stewart, 567. 
202 http://dictionary.cambridge.org/dictionary/english/epiphany (accessed January, 2017). 
203 Spry, T. “A “performative-I” co-presence,” 340.   
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The second moment of epiphany is in the recognition that the layering in self-story is a 
pentimento.  Here also is a moment of understanding about self-story and the material telling of it.  
Through the process of indwelling observation, the connections are made between the overt and 
covert material and pictorial aspects of a fresco, and the overt and covert aspects of a self-story. 
Thus I am dealing with notions of both underlay and overlay where stories become variously 
visible and invisible. Stewart’s image of ‘pleated text’204 for what is evident or hidden is also 
evocative here. 
A third experience of epiphany occurred in the making of the five panel frieze of The Forest of 
Remembering, 2015, Figure 5.19. In Panel 5 of the frieze, the zebra was initially prominently 
configured in the foreground of the forest scene and painted as it lies dying. It was a deeply 
emotional moment and I regard it as a critical moment of the research where, as researcher and 
research subject, I find myself at the unequivocal heart of a storyline. With reference to my 
ekphrastic poem, A Wildness Uncurling, Figure 5.15, I realised that in ‘searching for myself in the 
space of making’ I viscerally experienced the moment of death in the silencing of the self, and 
concurrently what the reclamation of that story, and voice, has meant for me.205 I subsequently 
softened the image as I came to a more nuanced understanding of this event and in awareness of 
Ellis’ example when considering “which secrets to keep and which truths are worth telling.”206 
  
                                                          
204 Stewart, “Cultural Poesis,” 565-587. 
205 The full ekphrastic poem of “A Wildness Uncurling” is detailed in Section 5 – The Visual Diaries, 
Figure 5.15. 
206 Ellis, “Telling Secrets: Revealing Lives,” 26. 
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SECTION 5 - THE VISUAL DIARIES  
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The term of Visual Diary is utilised to reflect the integration of visual and textual expressions that 
constitute my continuous development of studio texts and which form self-story. As such they 
document the studio practice and process of material thinking and pictorial developments. This 
documentation occurred in conjunction with the process of indwelling and analysis of my studio 
text. The Visual Diaries represent the processes and outcomes of this integrative methodology. 
Through the immersive performance of material practice I have located personally significant 
self-story and self-knowing as well as inviting, through exhibition, the potential for powerful 
social connection and critique. The images valorise the materiality, subjectivity, emotionality, 
self, and life experiences that I, as the artist, occupy and perform in the space or ‘intersection’ 
between the personal and the cultural. They are exhibited to engender discourse with the observer 
of the artefact. In this position or viewpoint of the artist as self-researcher I may most powerfully 
propose valid and vivid texts of self-story through the material thinking and knowing of my 
practice, and also contribute to a wider social discourse through the personal capturing of these 
liminal or threshold moments of experience.207 Promoting the discursive through exhibition is also 
a means by which I may give voice to life experience which is silenced or subjugated within the 
self or by the wider society.208 My Visual Diaries seek to locate my own voice through a narrative 
of self-story and to give voice to that social understanding.  
 
 
                                                          
207 Turner, “Dewey, Dilthey and drama,” 40-41. 
208 Leavy, Method Meets Art, 258-9.  
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The image of Dreaming with the Zebra, 1995, Figure 5.1, was chosen from my studio text, the 
“cabinet of curiosities”,209 as a generative starting point for constructing my Visual Diaries, and 
because of the resonant story elements it features it is included here. It is however not exhibited as 
part of the research project outcomes.  
Dreaming with the Zebra, 1995, Figure 5.1, is a self-portrayal, situated in the shallow foreground 
of the picture plane against a featureless landscape and horizon line. There is an arch form 
enclosing and highlighting the zebra. The figure appears to emerge from an overhanging rock or a 
dark cave. These various pictorial elements in Dreaming with the Zebra, 1995, Figure 5.1, are 
recurrently referred to in my studio text and occur in various forms - prose, poetry, reflexive 
observations, and multi-media sculptural forms and in works on paper. The image of the zebra is 
                                                          
209 Stewart, “Cultural Poesis,” 565-587 
Figure 5.1: Annette Chappell, Dreaming with 
the Zebra, 1995, multi-media on paper, 60 x 
40cm. 
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especially resonant and is referred to in my discussion of studio texts in Section 3 – A Pilgrimage 
of Indwelling. The studio texts are not a static entity however. Those that I have located as 
significant in my collected ‘cabinet’ of material are brought forward and are transformed in the 
contemporary context. Sensations of resonance in response to recurrent imagery and materials are 
interrogated through my integrative methodological exploration. The images carry forward and 
are transformed in and through the current project of indwelling, as is my understanding and 
engagement with these elements of story. 
 
 
 
 
 
 
 
 
Figure 5.2: Detail of Figure 5.1 Dreaming with 
the Zebra, 1995, multi-media on paper, 60 x 40 
cm. 
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Recalling the Dream 
 
 
Figure 5.3:  Annette Chappell, The Artist recalls a Dream, 2014, Graphite, 
charcoal, lime plaster on wood, 90 x 60 cm.    
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As a responsive engagement with the earlier study of Dreaming with the Zebra, 1995, Figure 5.1, 
I constructed this image of The Artist recalls a Dream, 2014, Figure 5.3. It is also drawing upon 
the immersion in the recurrent and resonant motifs and materials identified during the phase of 
indwelling observation of the studio text. 
The Artist recalls a Dream, 2014, Figure 5.3, is a full fresco, and the images are created on the 
thin lime plaster velo layer of traditional fresco construction. I use charcoal and graphite 
mediums, drawing directly onto the light-filled tone-on-tone ground. The figure reflects the pose 
of the original image in Figure 5.1 in order to ‘recall the dream’ and by indwelling in the emotion 
and intent of the story of Dreaming with the Zebra, 1995, Figure 5.1. The exploration occurs 
through the simple materials of traditional fresco lime plaster and drawing.  
The figure in The Artist recalls a Dream, 2014, Figure 5.3, is now more clearly grounded with 
articulated drawings of feet and ankles. The zebra is placed beside/behind the figure in a more 
naturalistic and dimensional drawing style in contrast to the elevated position and graphic 
patterning of the original zebra in Figure 5.1. The eyes of the figure in The Artist recalls a Dream, 
2014, Figure 5.3, are now veiled, emblematic of the inwardness associated with recollection. 
Although I have located my self-portrait in a light toned setting, I have the sense that my 
orientation is within, and contemplating the pilgrimage of indwelling in my studio texts. 
The attention to background and foreground elements has changed with an even more shallow 
depth of field in The Artist recalls a Dream, 2014, Figure 5.3, than in Dreaming with the Zebra, 
1995, Figure 5.1, where a golden patina and blue pigmented landscape define the horizon line and 
the elevated position of the zebra. The arc/arch shape is still present in both images but has shifted 
from the highlighted arc of blue sky around the zebra in the earlier image of Figure 5.1, to become 
a halo-like arc above the head of the veiled figure in Figure 5.3. The arc motif is suggestive of the 
narrative arc of literal storytelling,210 and it alludes to the artist as the protagonist in the storyline 
but in a material and pictorial way.  
Dreaming with the Zebra, 1995, Figure 5.1, is rendered on paper with paint and charcoal whereas 
The Artist recalls a Dream, 2014, Figure 5.3, is rendered on a rough timber board prepared with 
fresco medium, drawn with charcoal, graphite and pigment. The Artist recalls a Dream, 2014, 
Figure 5.3, is a self-portrayal. It is created in a spontaneous way with the direct technique of 
                                                          
210 Eagleton, T. Literary Theory: An Introduction. 2nd ed. (Minneapolis, Minn.; Cambridge, Mass.: 
University of Minnesota Press; Blackwell, 1996). Eagleton provides a literary lens through which we may 
refresh our understanding of story and its fundamental structures and qualities, and also poses the view that 
stories are possible because some initial order is disrupted. 
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enstasic drawing, and yet it is constructed as a traditional fresco with an intonaco and a velo layer. 
The image materially transgresses the traditional fresco construction of being fixed to a wall or 
shaped as an embellishment to an architectural setting. It is instead mounted for portability on a 
wooden board. The drawing also remains visible.  
 
 
  
 
 
Figure 5.4: Detail of Figure 5.3 Annette Chappell, The 
Artist recalls a Dream, 2014, Graphite, charcoal, lime 
plaster on wood, 90 x 60 cm.    
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Figure 5.5:  Annette Chappell, The Artist contemplates the Wall, 2014, charcoal, earth 
pigment, lime plaster, gold leaf, silver leaf on wooden board, 90 x 60 cm.   
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In the image of The Artist contemplates the Wall, 2014, Figure 5.5, I progress the establishment of 
my initial storyline of self-portrayal, which commenced with a response to Dreaming with the 
Zebra, 1995, Figure 5.1, and The Artist recalls a Dream, 2014, Figure 5.3.  
I set aside the zebra image at this point in order to focus my attention on the self-image where I 
contemplate the wall of the fresco and with the aim of embodying the feelings and experiences of 
onsite restoration work. I am seeking the connections I make between those experiences of on-site 
material immersion with my own material practices and associated imagery.  
A dark framed opening, to the side of the figure in The Artist contemplates the Wall, 2014, Figure 
5.5, is rendered in charcoal on the velo layer. This transgresses traditional fresco drawing practice 
of spolvere, where drawing is used as a tracing and covered by the final painted image, by 
remaining a visible pictorial element. What I know from my indwelling process is that charcoal is 
a resonant material for me. It connects with my specific drawing gesture (of right to left and 
opposite from my writing gesture of left to right) and is indicative of my non-literal processing of 
ideas and emotion. The deep tonal effect available in charcoal is also indicative of my interior 
world of reflection, and therefore expressive of the pilgrimage I undertake in this storytelling. 
Through the material choices made I move from the external world of the material toward the 
interior and hidden story of self. The arc motif is retained in this image and is resonant for me in a 
material and pictorial way.  
My associated notes for The Artist contemplates the Wall, 2014, Figure 5.5, are speculative and 
reflective: 
“…I am aware that the wall represents the outer edge of the self-story journey. I am 
painting into the space from my cooler outer analytical world – my ordinary world – to 
encounter the elements of the challenge, to identify the path I have already taken and to 
pursue this into the special or extraordinary inner world. 
Here the world is a light-filled physical space and I image myself as contemplative of the 
self-story journey ahead – not yet revealed but the shards of gold-leaf are suggestive of 
precious memories carried. The figure of the self-as-artist shies away from the larger 
empty fresco wall where a lifeworld may be painted...However the artist also leans 
toward the darkened opening – a doorway, the entrance to a cave or to a labyrinth of the 
interior world.” 
This image records a significant point of indwelling and demonstrates Carter’s view that material 
thinking is “a record of creative research.”211  
                                                          
211 Carter, Material Thinking, 7. 
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Figure 5.6: Detail of Figure 5.5 Annette 
Chappell, The Artist contemplates the Wall, 
2014. 
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Figure 5.7:  Annette Chappell, The Artist enters the Wall, 2014, charcoal, earth 
pigment, lime plaster, gold leaf on wooden board, 90 x 60 cm.   
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The Artist Enters the Wall, 2014, Figure 5.7, explores the complex interactions in material 
thinking, and in my notes I describe this interaction: 
“…this is the transition point, I am occupying a moment between the material and 
immaterial world. Hands in the plaster and deeply connected with my emotion and 
memory associated with onsite work…The form of the figure is starting to break down 
and fuse and mesh with the material of the wall. So I can view this artefact in the third 
person – the story happening over there and to her…whilst feeling that it is me …the 
story is happening within me and through the materials chosen…The dark frame is still 
there and takes on some detail of colour from the gown of the figure and vegetative forms 
are apparent – suggestive of a dark tangled forest….this is not comfortable…I feel myself 
retreating into an orphic state….silence within as I dissolve myself  into the wall, the 
vegetation,  the darkness…I wonder about this halo or arc form… surrounding the head it 
perhaps captures my on-site experiences, working so intimately with figures with angelic 
haloes...but it’s not a spiritual motif…it is the shape of my bridal headpiece, the 
vegetative forms evoke the lace on my wedding gown…that is a long time ago…” 
 
In identifying the bridal head piece and lace of the gown in this Visual Diary I am recovering 
meaning in the matrix of making.212  
                                                          
212 Carter, Material Thinking, 2006. 
Figure 5.8: Detail of Figure 5.7 Annette 
Chappell, The Artist enters the Wall, 2014. 
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The Bride and the Zebra 
 
 
 
 
 
 
Figure 5.9: Annette Chappell, The Bridal Photo, 2014, lime plaster 
and pigment on wooden board, 90 x 60 cm.   
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The Bridal Photo, 2014, Figure 5.9, features a coloured wall/ground for the first time in the 
sequence of self-portraits using a tangerine/orange background. A pale figure is foregrounded, 
and enclosed by a white photographic border. The background colour is chosen to closely 
resemble a bridal party signature colour. The colour has a resonance and hence significance for 
my self-story. It is also a contemporary colour not found in the traditional fresco palette.213 The 
colour places it as a contemporary expression and even though it is a modern pigment the lime 
plaster has absorbed it.  
This image is drawn from personal photographs and also from a dream sequence recorded in my 
studio text. In the dream the figure is a Bride riding away from the viewer on horseback. The 
notes from that studio text reflect a play of words on the homonym of bridal and bridle, and detail 
the leading of a horse by the ‘bridle’ over steep orange sand dunes. During the phases of 
indwelling I noted that it is an image invested with significance and resonance, and in my notes I 
speculate about this layered story where:  
“In my dream ‘I take up the bridle and slowly lead the way up along the ridge of the sand 
dune…the colour of hot orange sunset skies…the horse is tired…the way is hard and 
steep…’ 
 It seems we measure and reflect upon a life as having stages and milestones – and the 
vivid memory becomes remarked upon as significant – a dream such as this one seems 
significant because I have attributed a meaning to it. The play of words seem noticeable – 
bridle and bridal. On reflection the meaning remains inherent in the tone and imagery of 
the writing…it is archived, regardless of the extra layers of insight or belief I may bring 
to it subsequently. Herein the challenge for the self-researcher…when the studio text - the 
cabinet of curiosities - can be read in multiple ways.”  
In this Visual Diary I attempt to enact the significance through the materials and the emotionality 
associated with the chosen material and pigment. This self-story, located in my studio text, is 
drawn from a life phase that was significant and vivid, and which was recorded as being 
emotional, weighted and personally challenging. The studio texts that I am observing – the works 
on paper, the photographs, the poetry and prose – coalesce during an indwelling activity that 
commenced with the innocent gaze. Subsequently, the reflexive and ‘noticing’ observation finds 
expression in the engagement with the materiality of the plaster and the modern pigment. As self-
researcher I reflect on my practice and speculate as to whether I am synthesising or re-engineering 
memory. In the larger picture of creative activity and personal meaning making I move the 
question across into material investigation and allow the materiality to express significance. 
                                                          
213 Cennini, The Craftsman’s Handbook, 1960. 
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In the midst of such reflection and activity I remain aware of the time constraints in my 
immutable plaster medium and how this is dictating the way the imagery and narratives are 
enacted.  I am mindful that this anticipated loss of fluidity, and bounded timeframe for making, 
will have to be resolved or arbitrated in some way. As I have indicated, the fresco technique, in its 
traditional form, is immutable in its rules of behaviour. It requires a clear apprehension of, and 
plan for, the image to be applied to the pictorial surface; not like one that may evolve and change 
on the oil painted canvas or which can be manipulated on the computer screen through software 
applications. For all its time-bound limitations, and the impact on my processes this seems to be 
having, it conveys to me, perhaps contrarily, an inherent certainty and confidence: 
“The pigments and the medium of this Visual Diary feel confident because they are 
‘right’ – and I am guessing that this rightness is a way of saying, at the most basic level 
of material activity, that ‘the colour and the medium chosen is right because to me it 
expresses the form and the emotion accurately’ and according to my understanding 
today. The speed of execution is actually serving me well as it obviates any over-thinking 
and keeps me in an immersive mindset as required by the material. 
I have imagined reworking the Tangerine Bride [and there, in naming it, I have already 
coded it] in another significant colour – perhaps a turquoise blue – but it cannot be, the 
right colour registers itself and will not go away because of capricious colour choice and 
playfulness. I can explore taking down the Value and see how that feels.  
Doing this sort of playing with an image/idea enables me – it is an emotional exploration 
through the materials - and I believe the reason that I do that manipulating is in order to 
reach a greater authenticity – this speaks to my notions of significance and resonance – it 
raises driving questions to be answered in the making process and these questions are 
uppermost in my thoughts as I express the story - how does this tangerine/orange 
represent that Bride, that woman, that self? 
How alone was she? 
How tight was the bridle? 
How silencing was her veil? 
 
I am not aware, in the making of this image, of seeking a universal truth – that Brides are 
veiled and thereby always silenced, but I am seeking the particular truth to me of ‘this 
Bride silenced herself on this day or in that recollected moment’. I am interested in the 
resonance this image created and how that finds expression in this medium.” 
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The Bride remains a constant multi-layered personal image of significance. The anonymity of the 
figure is suggestive to me of all Brides – as property, as veiled - as an individual disappearing into 
a social role, and adopting a muted individual voice. 
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Figure 5.10: Annette Chappell, The Bride and the Zebra, 2014, lime plaster and 
pigment on wooden board, 90 x 60 cm.   
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The Bride and the Zebra, 2014, Figure 5.10, is the first image where I use an all-enveloping dark 
coloured pigmentation for the ground. It is also the first appearance of the two motifs of Bride and 
Zebra together, and references these elements of self-story from the indwelling activity in my 
studio text.  The dark ground is indicative of engaging an interior world – it is achieved by taking 
down the value of the tangerine/orange hue in The Bridal Photo, 2014, Figure 5.9, and I note that: 
“I have submerged the tangerine/orange hue into a much darker hue - a saturated sepia 
brown pigment – it is immensely satisfying - it seems to speak of old sepia photography 
and posed wedding portraits. The figure stares out at the observer, back towards the 
light, before she may plunge into the dark and mysterious background. She rides on a 
zebra evocative of a hobby horse or merry-go-round horse. She is in a wedding dress and 
veil and the size ratio of rider to horse is made strange. There is no forward progress 
available to her, she may be going up and down, or back and forth or round and round.” 
The dark background is a significant motif observed in this studio text. Foregrounded imagery is 
enveloped by the dark tones of the background in an encroaching darkness of mystery. In this 
cancelling out of any background forms I try to enact a pure focus on my subject. The darkness 
that envelops the foreground figures remains an unknown entity here and I am unsure if it is a 
malevolent or a secure place for the figures.  
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Figure 5.11: Detail of Figure 5.10 Annette 
Chappell, The Bride and the Zebra, 2014. 
Figure 5.12: Detail of Figure 5.10 Annette 
Chappell, The Bride and the Zebra, 2014.    
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Figure 5.13: Annette Chappell, The Bride Dreams, 2014, lime plaster and 
pigment on wooden board, 90 x 60 cm.   
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The Bride Dreams, 2014, Figure 5.13, was painted rapidly and directly onto the lime plaster velo 
and with no under drawing: 
“I pursue the intense response I feel towards this saturated sepia pigment and 
encountered in The Bride and the Zebra image and notice how the aridity of the lime 
plaster immediately draws the pigment into the velo layer – and am mindful that this is 
the experience of material immersion. It seems that I am still being dictated to by the time 
arbitration of drying lime plaster though…”  
In this image of The Bride Dreams, 2014, Figure 5.13, the formless void of the 
background is engaged with. In the painting moment I am aware that I am occupying a 
deeply interior realm, indwelling in the material and the sensation it offers me. In some 
sense the dark background is establishing itself as a self-story motif of expressive 
interiority and is therefore also operating as a visual emblem of the research process of 
indwelling. I am aware of the emotion or resonance that I experience when working in 
this pigment and how that emotion is entrapped in the quick drying plaster veil/velo. The 
contemporary fresco artist, Hazló, has spoken about the alchemy of this moment when the 
lime reacts and of how the human experience and story is thereby entrapped in its 
crystals, a permanent token of human activity.214 This alchemy, as Hazló describes it, 
seems to be indicative of the tacit in the material thinking process and an embodied 
experience not readily rendered in words. 
My studio text notes record my response to the use of this sepia coloured pigment as:  
“…warm, evocative, mysterious, heavy, and visceral – it has a strong emotional pull for 
me. The initial layer of colour is applied with high energy and an emotionally heightened 
state, quite irresistible. I feel intense emotion when painting in this colour. It has a dry 
and chalky surface finish as it merges into the plaster and this feels perfectly aligned to 
the emotion felt, not wanting any hint of shine or gleam – it simply has to feel dry and 
earthy, of the earth. It dries unforgivingly quickly in the true character of fresco 
technique and drives me to complete the dry brush work of the figure at speed. There is 
no under drawing…it is directly drawn with the brush onto the lime plaster velo – the 
‘public’ layer of fresco...and I wonder what remains hidden of the self in the public 
discourse of exhibition?” 
 
 
                                                          
214 Hazló, http://www.hazlotopics.com/fresco-art/ (accessed October, 2016). 
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In The Bride Dreams, 2014, Figure 5.13, the veil completely shrouds the figure. She seems to be 
bent forward or kneeling. Above her are short beams of light – branch-like or an abstract 
referencing of the zebra/stripes motif. This seems to be a moment when I salvage memories and 
recover my self-story through material production values and this is evident in my capture of the 
making characterised by ‘high energy and an emotionally heightened state’ and where a ‘dry and 
chalky surface finish…feels perfectly aligned to the emotion felt.’ 
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Figure 5.14: Annette Chappell, The Bride enters the Dark Forest, 2015, lime plaster 
and pigment on wooden board, 90 x 60 cm.   
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At this point of production a range of past and contemporary studio texts have now been observed 
and reflected upon. The significance of materials and material methods, pigments, motifs and 
reflexive practices are now more refined and defined. In this way I am no longer assuming the 
innocent observer role in the research but noticing and establishing the material and pictorial 
parameters of self-story.  
In the image of The Bride enters the Dark Forest, 2015, Figure 5.14, specific material choices and 
pictorial elements are enacted. The veiled figure remains foregrounded against a background of 
forest trees. Camouflaged in the trees in the lower left is the form of a zebra. It is the first 
conflation of all three motifs of Bride, Zebra and Forest trees. The action of the story occurs 
against an indeterminate background of darkness, only the trunks of trees and the figures of the 
Bride and the Zebra are highlighted. It is a mysterious and dreamlike space. There is a strong 
sense of a story emerging in this work in the literal sense of the rising action in a narrative arc.215 
In my notes I recorded a question that framed the next stage of research, which asks me to go 
beyond the literal and figurative towards an exploration of emotion and story in material: 
“…is it only the figurative that is suggestive of self-story? Is it the figurative, or the literal, 
that initiates interest for the observer/reader by foreshadowing or presaging something 
ominous, in this case about the hidden zebra and the figure who is running into the 
darkness?” 
Mindful of this questioning, about the literality of story building in the Visual Diaries, I decided 
to explore the resonance I was feeling when immersed in the material construction of these vast, 
dark background spaces. I observed how the material immersion may express the abstract rather 
than the literal dimension of story. In this way I am acknowledging and revisiting story but from 
within the material of the dark background – this seemingly all-encompassing expression of my 
inner world. In terms of literary story structure this would be an indwelling in the story setting. 
The setting or background, which is usually a secondary pictorial element, takes on significance 
and which deeply informs the emotional texture of the story and its protagonists. I also register the 
duality of my role as researcher and research participant in making this decision to valorise the 
background as a protagonist.216 
 
  
                                                          
215 Eagleton, Literary Theory, 1996. 
216 Ellis, C. “Exploring loss through autoethnographic inquiry: Autoethnographic stories, co-constructed 
narratives, and interactive interviews.” In Perspectives on loss: A sourcebook, edited by J.H. Harvey. 
(Philadelphia: Bruner/Mazel, 1998), 49. 
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In the spirit of exploring this dual role of researcher and subject I develop an ekphrastic response 
to works constructed and which is refined in A Wildness Uncurling, 2014-16, Figure 5.15. 
The integration of ekphrasis with autoethnographic methodology here demonstrated, sets up the 
reclamation of the private and the social voice that has been silent or marginalised in other 
dominant discourses. This reclamation occurs concurrently with and through material thinking 
and making. It is an integration of methodology through complimentary immersive practices and 
processes. 
 
Ekphrasis A Wildness Uncurling 
I search for myself in the space of making  
I search on the scent of light and shade and brooding brown/ layer upon layer is 
traversed to reach the beast of self/ it snarls/ it paces/ it quivers/ 
This story aggravates the dialogue of maker and made/this story itches with the smell and 
feel of the maker in mud-lime  
With a palette of prickling hair 
And a wildness uncurling 
I search with palm to wet grass 
I search with thigh to wet bark 
I search with face toward silence 
I search for myself with the material of darkness  
 
Figure 5.15:  Annette Chappell, A Wildness Uncurling, 2014-16. 
 
This ekphrasis describes the intense and self-critical reflexivity where ‘I search for myself in the 
space of making’ and this search occurs ‘with the material of darkness’. The reference to story 
that ‘aggravates the dialogue of maker and made’ is also captured as an embodied experience 
(‘with palm to wet grass…with thigh to wet bark…with face toward silence’) and which is 
characteristic of the subjective voice in autoethnography.  In this immersive ekphrastic response I 
acknowledge the primacy of the material search that is occurring in pigments of ‘light and shade 
and brooding brown’ whilst experiencing the pentimento, (‘the layer upon layer’) which is 
explored to reach the personal voice (‘to reach the beast of self’). This self is characterised here as 
a snarling, pacing and quivering entity (‘it snarls/ it paces/ it quivers’).  
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In the image of The Bride enters the Dark Forest, 2015, Figure 5.14, I am able to re-imagine 
myself, and self-representation becomes a means of confronting oppressive and silencing 
representations of the female, as bride, as other. As bell hooks has said, the “moving from silence 
into speech…is a gesture of defiance.”217   
In the following image of Into the Heart of Darkness, the Forest closes round, 2015, Figure 5.16, 
I progress this storyline of silencing and finding voice. The challenge in making a gesture of 
defiance is surely to engage with the darkness inherent in such silence and silencing. 
 
 
                                                          
217 hooks, b. Talking back: thinking feminist, thinking black. (Boston, MA: South End Press, 1989), 9. 
100 
 
 
 
 
 
 
 
 
 
 
 
Figure 5.16: Annette Chappell, Into the Heart of Darkness: 
the Forest closes round, 2015, lime plaster, pigment and wax 
on wooden board, 90 x 60 cm.   
 
101 
 
Into the Heart of Darkness, the Forest closes round, 2015, Figure 5.16, presents a shrouded 
female figure surrounded by a dense thicket of forest trees that she seems unable to pass 
through. In Section 3 – The Pilgrimage of Indwelling I foreshadowed that the forest is a dual 
cultural trope imagined as a place of great danger as well as being revered as a source of life 
and sanctification.218  This duality is resonant for me. I have more particularly associated my 
recollected imagery of trees and forests with qualities of the ‘stoic and iconic’, of ‘ruin and 
morbidity’, and with ‘ineffability’.  
In this image, the silence of the veiled figure, and what cannot be said (the ineffable), is 
positioned compositionally as in tension with the stoic, implacable nature of the thicket of tree 
forms. The forest image, with its gloomy and powerful iconic presence, may offer some 
sanctuary but it may also imprison her. Although, as a Bride, in the previous image of The 
Bride enters the Dark Forest, 2015, Figure 5.14, she had sought a sanctuary there. It is the 
critical moment when she must find her voice in order to move forward or remain silent and 
essentially ‘gagged’ or even face her death. Herein I associate the personal with the social and 
cultural issues of silence and ongoing subjugation for women if no voice is found.  
In the making of this image I have prepared an intonaco surface and a very fine velo of lime 
plaster on which the pigment has been applied and rubbed back to reveal underlying pigment. 
It is a technique which evolved from a series of sample boards (see Figures 4.2, 4.3, 4.4 and 
4.5) exploring the traditional fresco drawing technique of sgraffiti, which is a ‘scratching 
back’ drawing technique usually associated with architectural decoration on external walls. I 
utilised a drying retardant and a synthetic admixture to ensure that the surface had a 
significantly reduced surface tooth in order to enable the rubbing back. The action of rubbing 
back is a process I engage in here to facilitate discovery of story from within the material. The 
haptic effort of rubbing back into the pigment is emblematic of the physical endeavour of 
discovery, and also evokes the pentimento of the material which carries the story. 
 
 
 
 
 
 
                                                          
218 FOREST / TREE / MAN, (Museum of Ethnology, Vienna. 2012). 
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Figure 5.17: Annette Chappell, The Zebra Waits in the 
Moonlight, 2015, lime plaster and pigment on wooden 
board, 90 x 60cm.   
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The Zebra waits in the Moonlight, 2015, Figure 5.17, reveals the edge of the Forest. The 
implacable tree forms give way to rocks illuminated in a moonlight scene. It is dreamlike, and 
on the far horizon the Zebra re-appears. Although the Bride is not featured here we see the 
prospects ahead of her as if from her narrative viewpoint – her acknowledgement of the 
distant Zebra, her climbing across a rock strewn path, and into an illuminating moonlight. 
Thus, the action of the story progresses.  
My fascination with the Zebra and with striping and striped patterns finds some cultural 
anchorage and explication in the writings by Michel Pastoureau219 who identifies certain 
social taxonomies articulated around the signs and practices of the stripe in both dress and 
decoration. In these social codes the stripes on clothing have been observed to always bear 
some association with disorder. In signalling such disorder they also function as a warning 
about that disorder, and seek to put it back in order.220 So I draw upon these interpretations of 
the stripe, at least as a social signifier, as a mark of social exclusion but also a means of 
restoring social order. 
The duality in the striped zebra pattern, and the cultural, historical and aesthetic dimensions 
examined by Pastoureau, is relevant here. The pattern has been occurring in my image making 
over a lengthy period of time but without accessing any overlay of interpretation such as 
Pastoureau provides.  The fantastic pattern of the zebra pelt functions in my own iconography 
in various understood ways. It is a playful, emotional, and aesthetic choice. It is also diabolic 
in its invasiveness, even at the level of drawing gesture as discussed above. It evokes order 
and disorder, showing and hiding (camouflaging) at the same time. Perhaps most of all 
though, I have always held it be a creature which may not be tamed for domestic use like the 
horse or for entertainment such as an exotic circus animal. 
The cultural iconography of striping, and the Zebra, examined by Pasteroureau is significant 
here, as is the resonance of personal symbolism, and I revisit a section of my ekphrasis A 
Wildness Uncurling, 2014-16, Figure 5.15: 
“I search on the scent of light and shade and brooding brown/ layer upon layer is 
traversed to reach the beast of self/ it snarls/ it paces/ it quivers/” 
 
                                                          
219 Pastoureau, M. The Devil’s Cloth: A History of Stripes. (New York: Washington Square Press, 
2003). It is noted that Pastoureau’s scholarly research into stripes and striped material was stimulated 
by his observation that striped clothing and decoration were in one way or another associated with 
negative figures in cultural history. 
220 Pastoureau, The Devil’s Cloth, 90. Pastoureau references examples of striped clothing imposed on 
madmen and convicts for example. 
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The Zebra here functions as this ‘beast of self’ of ‘light and shade’ and of ‘layer upon layer’. 
There is a primal danger and excitement evoked in the ekphrasis captured during this 
production phase. Here the Zebra is not the outside ‘other’ but is an expression of the self who 
is seeking voice, and which now ‘snarls’, ‘paces’ and ‘quivers’ with vitality and possibly 
some threat. 
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Figure 5.18: Annette Chappell, The Zebra Pursues, 2015, lime plaster and pigment on wooden 
board, 90 x 60 cm.   
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The Zebra Pursues, 2015, Figure 5.18, is a deep engagement in conceptualising an expression 
of self. It is experienced as a critical moment of understanding of personal imagery and 
meaning in this research process.221 
 
The dark interior world in this image is giving way to some illuminated space, and the forest 
trees take on a more substantial form. The Zebra is now foregrounded and realised in a 
dynamic predatory form, a hunter in pursuit of a truth.  It expresses and brings together 
imagery and emotion that has been evolving and which is also captured in the ekphrasis of 
these ideas in A wildness uncurling, 2014-16, Figure 5.15.  
 
Here is the voice found, and in pursuit of the Bride. It is an image which evolves into a five-
part tableau to complete this cycle of story as The Forest of Remembering 2015, Figure 5.19. 
  
                                                          
221 Kain, D. “Owning significance: The critical incident technique in research.” In K. deMarrais and S. 
D. Lapan (eds.), Foundations for research: Methods of inquiry in education and the social sciences 
(Mahwah, NJ: Lawrence Erlbaum, 2004), pp. 69-85. I note that the positivist paradigm in which critical 
incidents may be researched has now extended beyond the ‘scientific’ behavioural analysis framed by 
Flanagan, to infer a more holistic investigation of aspects of human experience and meaning that people 
attach to activities.  
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The Forest of Remembering 
 
 
Figure 5.19: Annette Chappell, The Forest of Remembering, 2015, lime plaster and pigment on wooden 
board, five panels, 90 x 300 cm. 
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The storyline of the Bride, the Zebra and the Forest culminates in the five panel sequence of 
The Forest of Remembering, 2015, Figure 5.19. It is notable that the Fog sculpture installation 
by Nakaya Fujiko,222 which I visited at the Australian National Gallery, Canberra, in 2014, 
has continued to resonate strongly for me and found its influence in this sequence.223 In my 
studio text, alongside photographic records of aspects of the installation, I have notes which 
reference Fujiko’s installation stating ‘in that timeless anonymous mist and thickening fog the 
trees stand like expressions of human story.’  
In the first panel of the sequence, The Forest of Remembering: The Zebra and Bride Resolve, 
Figure 5.20, the Bride and Zebra meet in the extreme foreground of the picture plane. The 
figures are drawn together by the extended ribbon-like stripes of the zebra, physically and 
metaphorically wrapping round the female figure. It is an intimate moment of reconciliation 
and stillness, where silences, subjugations, self-understandings, and the complex self-stories 
we carry within ourselves are resolved.   
The Forest of Remembering: The Bride removes her Veil, Panel 2 of 5, Figure 5.21, shows the 
female figure vanishing into the sanctuary offered by the forest and the fog, as if in a dream. 
Her veil falls away and transforms into ribbon-like stripes flowing out behind her and binding 
the zebra to her. Her figurative form evaporates as she enters the form-denying mists of the 
forest. 
In The Forest of Remembering: Forest and Fog, (Panel 3 of 5), 2015, Figure 5.22, and The 
Forest of Remembering: Ephemeral / Ineffable, (Panel 4 of 5), Figure 5.23, the upright forest 
timbers merge in and out of view amidst the swirling mist. A wisp of white pigment infers the 
remnants of the transforming female figure. The dark upright tree trunks recollect the stripes 
of the Zebra. There is the sense of resolution, of restoration and possibly even a new voice 
being found in the natural world. 
In the final Panel, The Forest of Remembering: The Death of the Zebra (Panel 5 of 5), Figure 
5.24, there is the first appearance of daylight on the high horizon line of the scene. This 
represents a return from the inner metaphorical world to the outer physical world. In the lower 
left foreground a suggestion of a zebra form is present and in my rendering of this I conceive 
                                                          
222 Fog sculpture installation by Nakaya Fujiko at the Australian National Gallery, 2014. 
http://www.bing.com/search?q=Nakaya+Fujiko+++Fog+sculpture++installation&src=IE-
SearchBox&FORM=IESR02 (accessed January, 2016). 
223 This is discussed in more detail in Section 3 – Pilgrimage of Indwelling: The Trees of Canberra – 
Ineffability. 
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it as if the zebra lies dying. However, the image thus conceived elicited a powerful grief in the 
telling, and which resonated for days. It was a critical moment that required further reflection 
and understanding. 
Here at this critical moment of the research, as researcher and research subject, I found myself 
at the heart of this storyline in my self-story project. I returned to my ekphrasis, A Wildness 
Uncurling, 2014-2016, Figure 5.15, where I had set myself to this task of ‘searching for 
myself in the space of making’ and find that ‘This story aggravates the dialogue of maker and 
made’. 
In this ‘aggravated dialogue’ I viscerally experience despair in the silencing or death of 
selfhood, and what the reclamation of that story has meant for me. This seems to me to be the 
power and alchemy of material thinking in practice-led research where I may literally and 
metaphorically ‘search for myself with the material of darkness’ and also thereby reclaim my 
voice in this ‘space of making’. 
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Figure 5.20: Annette Chappell, The Forest of 
Remembering: The Zebra and Bride Resolve 
(Panel 1 of 5), 2015, lime plaster and pigment on 
wooden board, 90 x 60 cm.   
Figure 5.21: Annette Chappell, The Forest of 
Remembering: The Bride removes her Veil 
(Panel 2 of 5), 2015, lime plaster and pigment 
on wooden board, 90 x 60 cm.   
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Figure 5.22: Detail of Figure 5.19. Annette Chappell, The Forest of Remembering: The Zebra and 
Bride Resolve (Panel 1 of 5), 2015. 
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Figure 5.23: Detail of Figure 5.19. Annette Chappell, The Forest of Remembering: The Bride 
removes her Veil (Panel 2 of 5), 2015, lime plaster and pigment on wooden board, 90 x 60 cm.   
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Figure 5.24: Detail of Figure 5.19. Annette Chappell, The Forest of Remembering: Forest and 
Fog, (Panel 3 of 5), 2015, lime plaster and pigment on wooden board, 90 x 60cm.   
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Figure 5.25:  Detail of Figure 5.19. Annette Chappell, The Forest of Remembering: 
Ephemeral / Ineffable, (Panel 4 of 5), 2015, lime plaster and pigment on wooden board, 90 
x 60cm.   
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Figure 5.26:  Detail of Figure 5.19. Annette Chappell, The Forest of Remembering: The Death 
of the Zebra (Panel 5 of 5), Figure 5.24, (Panel 5 of 5), 2015, lime  plaster and pigment on 
wooden board, 90 x 60cm.   
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We carry our stories in the material of making 
The next story sequence engages in the experience and idea of the dark background. In 
storytelling, the physical background or setting is a metaphorical rendering of the emotional 
tableau of story, against, and into which, we may sense and place our own foregrounded 
imagery. In refocussing attention on this element I make a contemporary gesture in defiance 
of traditional pictorial foreground and background. 
The images of We are alone in the Dark World, 2015-17, Figure 5.27, Leaning into our Dark 
World, 2015-17, Figure 5.28, Listening to the story of our Dark World, 2015-17, Figure 5.29, 
are also presented in diptych format.224 The diptych is chosen to function as a subtle reference 
to the votive object for the pilgrim, a means to focus and indwell on self-story and the wider 
social and cultural context of our lives. Campbell also suggests that as a form it contributes to 
the construction of atmosphere – where a stereoscopic visual opportunity facilitates the 
forming of a ‘thickened presence’ for the onlooker.225 
The double image format of the diptych also infers our duality in relation to darkness within 
ourselves. We may experience and interpret our understanding of darkness as enveloping, and 
as mysterious as a veil, ensuring privacy, accommodating anonymity. Alternatively, darkness 
may also hold terrors, uncertainties, even nightmarish illusions of deepest fears. Like the 
Forest trope, darkness may be experienced as a sanctuary or as a place of danger.  
The reverie of the inward gaze is encouraged in viewing these diptychs and may “ultimately 
retrieve(s) a vantage point” 226 for interpreting and revealing a story about self, and for 
considering the silences within ourselves and our culture. I encourage the foregrounding of 
this ‘reading into’ the dark space of these images by using titles which invite ‘leaning’ and 
‘listening’ and using the collective and inclusive nouns of ‘we’ and ‘our’. The portable 
diptych formats, and the pictorial content of the dark background as a foregrounded subject, 
are certainly transgressive of the traditional pictorial layout and story-telling function in 
traditional fresco.  
                                                          
224 A diptych is a painting or carving made of two parts, which are usually joined by hinges. They are 
invariably small in size and, if an altarpiece, were used for private devotion. Diptychs were hinged so 
that they could be closed like a book to protect the interior paintings or if a text, to protect the wax 
surface. It is noted that the exterior cover also may be decorated. 
https://www.nationalgallery.org.uk/paintings/glossary/diptych (accessed February, 2017). 
225 Campbell, H. “Artists of the Floating World: SANNA, Niedermayr and the Construction of 
Atmosphere.” Archit Design, 78, (2008): 92–95. 
http://onlinelibrary.wiley.com/doi/10.1002/ad.681/epdf (accessed March, 2016). It is noted that 
Campbell’s use of photographic diptychs offers a stereoscopic, rather than a monocular view where he 
claims this facilitates the forming of a ‘thickened presence’ for the onlooker. 
226 Neumann, “Collecting Ourselves,” 173. 
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Figure 5.27: Annette Chappell, We are alone in the dark World, 2015-17, diptych in lime plaster and pigment 
on wooden board, 90 x 120 cm. 
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Figure 5.28: Annette Chappell, Leaning into the Dark World, 2015-17, diptych in lime plaster and pigment on 
wooden board, 90 x 120 cm. 
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Figure 5.29: Annette Chappell, Listening to the story of our Dark World, 2015-17, diptych in lime plaster and 
pigment on wooden board, 90 x 120 cm. 
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Final Transgressions   
The final suite of work is prepared in full fresco, and it is where I assemble several 
transgressive approaches to assert the contemporary application and repurposing of fresco. I 
make a shift in scale to a larger format, but which is still portable. The surface has been 
prepared to expose the fresco layers of arriccio and intonaco and I apply paint on both the 
buon fresco and secco surface. No traditional underdrawing or preformed design is used. In an 
immersive and enstasic drawing mode I work in a rapid and spontaneous way directly onto the 
buon fresco surface and later on the secco surface.  
In this final stage of image-making I understand that a new gestalt is forming. The self-story 
figurative motifs appear to recede into the background as the immersion in material thinking 
dominates the foreground of my attention. Resonance is now found in the act of making, in 
the intimate connections and gestures that Carter has discussed, and that occur between hand, 
mind, and eye227 and for me the mysterious interactions between the plaster surface and 
pigment: 
“I am completely immersed in material sensation, and my story motifs are embodied 
in what the lime plaster can offer. The figurative motifs of self-story are dissolving 
into a subtle formlessness of material reverie. I am challenged to understand how I 
might engage with formlessness. The seen and recognisable elements of my self-story 
– the zebra, the bride, the forest – are all dissolving into a form-denying mist or fog 
as I render the lime plaster surface with veils of white and grey pigments, watching 
the surface as it continues to absorb and hold the painted gestures. Does the dynamic 
of material thinking carry its own representative narrative? Is this something of the 
alchemy experienced by fellow contemporary fresco artists Jin, Tomasetti, Anossov 
and Hazló in their abstractions of landscape and their challenges to the material?  
…this is the artist standing between the material and the pictorial in fresco methods 
and arbitrating between the agency of the material and its abstractions and the 
insistence of narrative in figurative imagery…”  
As Ellis has said, I am the author and focus of the story, the one who tells and the one who 
experiences.228 I am also the one who makes. In the autoethnographic methodology of 
indwelling, thinking, observing, writing and describing self-story, I am also embodying that 
story through material engagement.  
                                                          
227 Carter, Material Thinking, xiii. 
228 Ellis, Revision: Autoethnographic reflections, 13. 
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The final full fresco image of We Carry our stories in Silence, 2017, Figure 32, represents the 
still point of immersion in this integrated methodology of autoethnography and material 
thinking. In the engagement with formlessness I have gone beyond my figurative 
representations of narrative and reached the embodiment of my story through making, making 
through the repurposed and reimagined form of fresco.  
Formlessness is not experienced here as a lacunae in the narrative of my self-story. It is 
experienced and expressed as a point of abstraction with bare traces of figurative origins. 
Conceptualising the abstract motif, and the capturing of this form-denying expression, is in 
itself a threshold experience; through material immersion it has gained its own language and 
form in a material discourse with fresco methods. 
The inner world has been evoked with a dark sepia tone in various pictorial backgrounds 
throughout the Visual Diaries and is revisited in We Carry our Stories through Endless 
Nights, 2017, Figure 5.30. This dark tone was observed during phases of indwelling as a 
ubiquitous element of my self-story. It has also been explored as a significant and resonant 
element of self-story in its own right, conveying positive and negative experiences of inner 
silence and/or social subjugation such as in The Bride and the Zebra, 2014, Figure 5.10. In the 
suite of images presented as part frescoes and in diptych format, We are alone in the Dark 
World, 2015-17, Figure 5.27, Leaning into our Dark World, 2015-17, Figure 5.28,  and 
Listening to the story of our Dark World, 2015-17, Figure 5.29, the darkness may be 
experienced as a sanctuary or as a place for meditation. 
The image We Carry our Stories through Endless Nights, 2017, Figure 5.30, is in full fresco 
form and the final velo layer has been worked on during the buon fresco and secco stages of 
setting and drying. Although I was using an intensely saturated dark sepia pigment the velo 
surface and arriccio under layers continued to readily absorb water and hold the intensity of 
pigment. This capacity for moisture absorption and maintenance of pigment intensity has been 
a further surprising material discovery, given my initial concerns about the limited timeframe 
for lime plaster workability in its traditional wall-engaged form. 
This discovery was tested again in We Carry our Stories in Wondrous Reverie, 2017, Figure 
5.31, and I found that as the literal imagery disappeared into the veils of pigment and water, 
there was also a measure of time extension before drying which had not been expected. 
Furthermore the capacity of the surface to hold transparent colours whilst also incorporating 
intense and saturated colour, amidst this transgressive treatment in buon fresco and secco 
stages, is a welcome and intriguing discovery. In materially comparative terms I would liken 
it to the capacity of a well-soaked paper ground used for watercolour painting.    
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Exploring the pentimento of fresco materiality I have suggested that we ‘carry’ our stories like 
the archival layers of fresco, within our own memories and frames of thinking – whether in 
‘darkness’, in ‘wondrous reverie’ or in ‘silence’ and even if they are only fragmentary and 
partial. This carrying of overt, covert and partial stories thus finds a reference in the material 
and pictorial fragments of stories in We Carry our Stories through Endless Nights, 2017, 
Figure 5.30 and in We Carry our Stories in Wondrous Reverie, 2017, Figure 5.31, and which 
are reminiscent of recovered and restored traditional fresco fragments.  
In We Carry our Stories in Silence, 2017, Figure 5.32, the fragmented form gives way to a full 
pictorial layout expanding visually beyond the edges of the wooden support. In returning to 
the whole pictorial plane the image resumes a contemporaneity, and will wait for the 
patination of time in order to reveal its layers. In its present form I seek to invite the observer 
into a contemplation of our shared stories as we stand in silence before the image. 
 
  
123 
 
 
 
 
 
Figure 5.30: Annette Chappell, We Carry our Stories through Endless Nights, 2017, fresco, wax and  
gold-leaf on wooden board, 100 x 100 cm. 
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Figure 5.31: Annette Chappell, We Carry our Stories in Wondrous Reverie, 2017, fresco on wooden 
board, 100 x 100 cm. 
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Figure 5.32: Annette Chappell, We Carry our Stories in Silence, 2017, fresco on wooden board, 
100 x 100 cm. 
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Conclusion 
The research objective of this project has been to achieve a contemporary application of fresco 
through exploration and transgression of traditional material, pictorial forms and functions. In 
this transgression, I have sought to locate a personal narrative, through the immersive methods 
of autoethnographic inquiry and from the epistemological position of material thinking and 
production.     
The exegesis developed during my material explorations and applications also attests to the 
call for new research language and forms in the emerging discourse of arts-based and practice-
led research. An integrated methodology is therefore proposed as a contribution to the 
developing discourse of practice-based research.  I have also proposed the new term of studio 
text and the new application and extension of the term pentimento, by which my practice in 
this discourse may be described and delineated. 
The autoethnographic methods of indwelling and self-observation, in relation to my studio 
texts, are enhanced by incorporating the indwelling practices of material thinking, and the 
immersive strategies of writing (ekphrasis) and drawing (enstasis). Through the integration of 
these methodologies, interpretations of my studio text are enacted concurrently with material 
production. The material outcomes of this integration of methodologies are described in this 
research as Visual Diaries and publicly exhibited. The documentation of my integrated 
methodology in this project may contribute to emergent thinking in practice-led research. 
The term of studio text in this research refers to the diversity of textual material that the 
practice-based researcher continuously accumulates and references. For my own practice it 
specifies the textuality of the studio as any making space (real or virtual), as an archive to 
resource art making, and underpins the prospect for the new and the original.229 I have likened 
studio text to a cabinet of curiosities which is treasured, continuously reflected upon and 
replenished for future immersive consideration and research. Regarded in this way, the studio 
text is unique information for the artist as a self-researcher. I have asserted that it represents 
the story of the individual artist and references the ‘what’ and the ‘where’ of making. It is 
multi-textual, it is partial, and it is subjective.   
I have also proposed a customisation of the term pentimento, as a pictorial and a material 
descriptor encapsulating the multi-layered and cross-textual story in art-making. From the 
position of material thinking and production it is an evocative illuminator of the stories that 
                                                          
229 Hoffmann, J., ed. The Studio: Documents of Contemporary Art. (Cambridge, MA: Whitechapel 
Gallery and MIT Press, 2012). 
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are overt and covert in the material and the pictorial. I have also used it as a metaphor for the 
crossover between the tangible and the tacit in self-story.   
New language and terminology in arts-based and practice-led research inevitably disrupts 
traditional research practices. However as Leavy has argued, this disruption facilitates 
knowledge building in qualitative research methods, when such disruptions can be formed and 
developed “in new shapes linked to new ways of seeing.”230 Practice-based research is an 
emerging shape of research knowledge calling for such new language, practices, and forms for 
the arts. My propositions of integrated methodologies and of specialised terminology may 
allow us to frame language and practices to reflect on research in these new ways.  
Practice-based research allows for writing alongside and within the material product and 
during production. In my practice I regard writing and making as two forms of studio text. In 
the realm of material thinking and productivity the ‘voicing’ and ‘imaging’ of research are 
operating in active negotiation. The poetic and the tacit are each allowed their own integrity in 
“a dynamic of mutual interpretation.”231 This is evident in the use of journal notes from my 
studio text and in the examples of ekphrastic poetry presented alongside and in response to my 
imagery in the Visual Diaries. This is both ‘voiced’ and ‘imaged’ research. 
I have asserted that traditional fresco has been a material and pictorial vehicle for a powerful 
form of historical and cultural storytelling, it could even be said to have a social and political 
grandeur in its referencing of universal narrative themes. The repurposing of this material 
towards the portable artefact in transient exhibitions, the valorising of the personal and 
subjective, and of engaging in the abstract as well as the figurative, may therefore be seen to 
transgress this aspect of grand, indomitable and architecturally anchored status. In these ways 
I contribute an opportunity for liberating individual expressions in a personal, portable, and 
egalitarian distribution of stories and ideas as a contemporary currency for fresco.  
In these ways I also align my contemporary application of fresco with practitioners such as 
Youngsun Jin,232 (Korea and USA), Ilia Anossov,233 (USA), Hazló234 (France) and Sarah 
Tomasetti235 (Australia). These artists have variously explored demountable wall structures, 
free standing sculptural forms, and paintings and presented their individual expressions in 
temporary public exhibitions.  
                                                          
230 Leavy, Method Meets Art, 257. 
231 Durré, C. “Texts in Parallel: Art Research as Allegory.” Creative Approaches to Research, 1, no.2 
(2008): 35.  
232 Jin, “An Examination of the Place of Fresco,” 2004. 
233 Anossov, http://iliafresco.com/medium-of-fresco/ (accessed December, 2014).   
234 Hazló, http://www.hazlotopics.com/fresco-art/  (accessed October, 2016). 
235 Tomasetti, http://sarahtomasetti.com.au    
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Through the temporary public exhibition of the portable fresco I intend to engage observers in 
a co-creation of meaning. In this transient context the dialectic between artist, artefact and 
observer may elicit identification, as well as invite contestation, and thereby may contribute 
new cultural knowledge.  
Similarly, the materiality of the art object – its surface, texture, weight, extension in space – 
may also recapture and reframe that attention. Even if observers derogate the manual, or 
disregard the hapticity of a traditional material such as fresco, when the artefact is publicly 
exhibited then the dialectic between materiality and observer is enabled and the liminal may 
be freshly experienced in the viewing.236 
Traditionally, fresco stories feature motifs and figures in a setting with background and 
foreground, and are ‘readable’ by an audience. I propose that a contemporary story, in fresco, 
may also be represented in the reversal or inversion of that gestalt, where the background, as a 
meditative context, also has powerful, sensory and emotional story content if given voice. It 
becomes a mediating ground. This invitation to engage in sensory immersion through form-
denying pictorial spaces shows how the traditional material of fresco has a contemporary 
cultural dimension and may invite a meditative engagement in the observer. In the reflexive, 
personal and silent/private singular moment, the material and pictorial layers invoked in 
fresco technique may facilitate the observer’s own story-making whether that story is 
figurative or towards abstraction. 
The artist as the researcher is situated at the intersection of the personal and the cultural.237 
Interrogating this relationship I have sought a contemporary validity for fresco, where the 
vivid qualities of a recognizable and contemporary social text can be observed or ‘read’ and 
made personally meaningful to others. They are stories that are enacted through immersive 
and spontaneous material and pictorial techniques, and captured in the stone layer veil or velo 
of the fresco lime plaster. Foregrounding the personal voice in the subject matter of the fresco, 
rather than story functioning as an instrument of social status, civic instruction, religious 
didacticism or architectural decoration, serves to liberate the art form for a contemporary 
audience. 
The ‘voicing’ and ‘imaging’ of my research are in continuous active negotiation as studio text, 
and where the poetic and the tacit are each allowed their own integrity in that negotiation. 
Future research will explore and extend this negotiation.
                                                          
236 Denzin, Interpretive Autoethnography, 19-20. 
237 Ellis, Revision: Autoethnographic reflections, 13. 
129 
 
Bibliography 
Anossov, I. http://iliafresco.com/medium-of-fresco/ (accessed December, 2014). 
Archer, Margaret S.  Making our Way through the World: Human reflexivity and social 
mobility. Cambridge, UK: Cambridge University Press, 2015.  
Bochner, A. P., and Ellis, C. Ethnographically Speaking: Autoethnography, Literature, and 
Aesthetics. Walnut Creek, CA: Altamira Press, 2002. 
Bochner, A. P., and Ellis, C. “An introduction to the arts and narrative research: Art as 
inquiry.” Qualitative Inquiry, 9, no.4 (2003): 506-514. 
Bolt, B. “A Non Standard Deviation: Handlability, Praxical Knowledge and Practice Led 
Research.” In Speculation and Innovation: applying practice led research in the 
Creative Industries, (2006): 1-15. 
______ “Material Thinking and the Agency of Matter.” Studies in Material Thinking, 1, no. 1 
(2007): 1-3. 
______ “Materializing pedagogies.” Working Papers in Art and Design 4. 
2006. http://sitem.herts.ac.uk /artdes_research/papers/wpades/ (accessed April, 2015). 
______”The Exegesis and the Shock of the New.” TEXT Special Issue, no. 3, April 2004. 
Brambilla Barcilon, P. and Marani, Pietro C. Leonardo: The Last Supper. Translated 
by Harlow Tighe. Chicago: University of Chicago Press, 2001. 
Busse, A. “Dangerous ornament: The figure of the veil in early modern English literature.” 
ProQuest Dissertations and Theses, 2010. 
Campbell, H. “Artists of the Floating World: SANNA, Niedermayr and the Construction of 
Atmosphere.” Archit Design, 78, (2008): 92–
95. http://onlinelibrary.wiley.com/doi/10.1002/ad.681/epdf (accessed March, 2016).  
Candlin, F. “Practice-based Doctorates and questions of Academic Legitimacy.” Journal of 
Art & Design Education, 19, no.1 (2000): 96-101. 
Cappel, C.B. “The tradition of pouncing drawings in the Italian Renaissance.” ProQuest 
Dissertations and Theses, 1988. 
Carter, P. Material Thinking: The Theory and Practice of Creative Research. Melbourne, 
Victoria: Melbourne University Press, 2006. 
Chang, H. Autoethnography as Method. Walnut Creek, CA: Left Coast Press, 2008. 
Cennini, C. The Craftsman’s Handbook, translated by D. V. Thompson, Jr.  New York: 
Dover, 1960. 
Chappell-Lawrence, A. and Ballarat Community Action for Youth Inc. Boozing cruising and 
losing. Ballarat Community Action for Youth Inc, Ballarat, Victoria, Australia, 1987.    
130 
 
City of Melbourne, Graffiti Management Plan 2014-2018. http://www.melbourne.vic.gov.au 
/residents/home-neighbourhood/Pages/home-neighbourhood.aspx (accessed October, 
2015). 
Clandinin, D. J. and Rosiek, J. “Mapping a landscape of narrative inquiry: Borderland spaces 
and tensions.” In Handbook of narrative inquiry: Mapping a methodology edited by 
D.J. Clandinin, 35-75. Thousand Oaks, CA: Sage, 2007.   
Clandinin, D. J. and Connelly, F. M., “Personal experience methods.” In Handbook of 
qualitative research, edited by Norman K. Denzin and Yvonna S. Lincoln, 413-427. 
Thousand Oaks, CA: Sage, 1994. 
Clandinin, D. J. and Connelly, F. M., Narrative inquiry: experience and story in qualitative 
research. San Francisco, CA: Jossey-Bass, 2000. 
Derbes, A. and Sandona, M. The Usurer's Heart: Giotto, Enrico Scrovegni, and the Arena 
Chapel in Padua. Pennsylvania State University: PSU Press, 2008. 
Denzin, N. K., Interpretive Ethnography: Ethnographic Practices for the 21st Century. 
London: Sage, 1997.  
Denzin, N. K., Interpretive Autoethnography. Thousand Oaks, CA: Sage, 2014. 
Denzin, N. K., and Lincoln, Y.S. eds. Handbook of Qualitative Research. London: Sage, 
1994. 
Duncan, M. “Autoethnography: Critical appreciation of an emerging art.” International 
Journal of Qualitative Methods, 3, no.4 
(2004). http://www.ualberta.ca/~iiqm/backissues/3_4/pdf/duncan.pdf  
Durré, C. “Texts in Parallel: Art Research as Allegory.” Creative Approaches to Research, 1, 
no.2 (2008): 35-44.  
Eagleton, T. Literary Theory: An Introduction. 2nd ed. Minneapolis, Minn.; Cambridge, 
Mass.: University of Minnesota Press; Blackwell, 1996. 
Eisner, E. The enlightened eye: Qualitative inquiry and the enhancement of educational 
practice. New York: Macmillan, 1991. 
Ellis, C. Revision: Autoethnographic reflections on life and work. Walnut Creek, CA: Left 
Coast Press, 2009.  
Ellis, C. “Telling Secrets, Revealing Lives: Relational Ethics in Research with Intimate 
Others.” Qualitative Inquiry, 13, (2007): 3-29. 
Ellis, C. “Exploring loss through autoethnographic inquiry: Autoethnographic stories, co-
constructed narratives, and interactive interviews.” In Perspectives on loss: A 
sourcebook, edited by J.H. Harvey, 49-61. Philadelphia: Bruner/Mazel, 1998. 
Ellis, C., Adams, T.E., and Bochner, A.P. “Autoethnography: An overview.” Forum: 
Qualitative Social Research, 12, no. 1 (2011): 1-14. 
131 
 
Ellis, C. and Berger, L. “Their story/my story/our story: Including the researchers experience 
in interview research.” In Handbook of interview research: Context and Method, 
edited by J. A. Holstein and J. F. Gubrium, 849-875. Thousand Oaks, CA: Sage, 
2002. 
Ellis, C. and Bochner, A. P. “Autoethnography, personal narrative, reflexivity: researcher as 
subject.” In Handbook of qualitative research, 2nd ed., edited by Norman K. Denzin 
and Yvonna S. Lincoln, 733–768. Thousand Oaks, CA: Sage, 2000. 
Faulkner, S. L. “Reconstruction: LGBTQ and Jewish.” Communication Annual, 29, (2006): 
95-120. 
Flanagan, J. C. “The critical incident technique.” The Psychological Bulletin, 51, no.4 (1954): 
327-358. 
FOREST / TREE / MAN. Museum of Ethnology, Vienna. 2012. http://press.khm.at/fileadmin 
/content /KHM/Presse/2011/Wald___Baum___Mensch  /PT_Wald_0308_eng.pdf  
Fraser, Sarah. E. “The Cognitive Practices of the Wall Painter,” in Performing the Visual: The 
Practice of Buddhist Wall Painting in China and Central Asia, 618-960. Stanford, 
CA: Stanford University Press, 2003. 
Gardner, H. Gardner's Art Through the Ages: A Global History, revised by H. de la Croix and 
R. G. Tansey. New York: Harcourt Brace Jovanovich, 1975. 
Getty Conservation Institute. Preservation of Lime Mortars and Plasters: Sorted by General 
Category. GCI Project Bibliographies Series. Los Angeles, CA: Getty Conservation 
Institute. 2003. http://hdl.handle.net/10020/gci_pubs/lime_mortar_plasters_category  
Gombrich, E.H. Means and ends: reflections on the history of fresco painting. London: 
Thames and Hudson, 1976. 
Guillaud, J. and M. Fra Angelico. The Light of the Soul. Painting panels and Frescoes from 
the Convent of San Marco, Florence. New York: Clarkson N. Potter, 1986. 
Hamilton, J. and Jaaniste, L. “A connective model for the practice led research exegesis: An 
analysis of content and structure.” Journal of Writing in Creative Practice, 3, no.1 
(2010): 31-44. 
Hazló. http://www.hazlotopics.com/fresco-art/ (accessed October, 2016). 
Heffernan, James A. W. Museum of Words: The Poetics of Ekphrasis from Homer to Ashbery. 
Chicago: University of Chicago Press, 1993. 
Hoffmann, J., ed. The Studio: Documents of Contemporary Art. Cambridge, MA: Whitechapel 
Gallery and The MIT Press, 2012. 
Holman Jones, S. “Autoethnography: Making the personal political.” In Handbook of 
qualitative research, edited by Norman K. Denzin and Yvonna S. Lincoln, 763-791. 
Thousand Oaks, CA: Sage, 2005. 
Holt, N.L. “Representation, legitimation, and autoethnography: An autoethnographic writing 
story.” International Journal of Qualitative Methods, 2, no.1 (2003).   
132 
 
Hooker, R. Michelangelo: Selected Poetry. Pullman, WA: World Civilizations Series. 
Washington State University, 1996. http://www.wsu.edu/~dee/REN/MICHEL1.HTM 
hooks, b. Talking back: thinking feminist, thinking black. Boston, MA: South End Press, 1989.   
Hughes, L.M. “Contemporary jewellery artefact interpreting the stripe motif acting 
metonymically in sources of western art.” PhD thesis, RMIT University, Melbourne, 
2016. 
Humphreys, M. “Getting Personal: Reflexivity and Autoethnographic Vignettes.” Qualitative 
Inquiry, 11, no.6 (2005): 840-860. 
Ings, W. Enstasy: Immersive Drawing as a Design Process. Nordic Design Research 
Conference 2013, Copenhagen-Malmö.  
Jin, Youngsun. “An Examination of the Place of Fresco in Contemporary Art Practice.” PhD 
thesis, University of Arts, London, 2004. 
Jones, S. H., Adams, T. E. and Ellis, C. “Coming to know autoethnography as more than a 
method.” In Handbook of autoethnography, edited by S. H. Jones, T. E. Adams and 
C. Ellis. Walnut Creek, CA: Left Coast Press, 2013. 
Jones, K. “A biographic researcher in pursuit of an aesthetic: The use of arts-based 
(re)presentation in “performative” dissemination of life stories.” Qualitative 
Sociology Review, 1, no.2 (2006).  www.qualitativesociologyreview.org 
/ENG/index_eng.php     
Kain, D. “Owning significance: The critical incident technique in research.” In Foundations 
for research: Methods of inquiry in education and the social sciences, edited by K. 
deMarrais and S. D. Lapan, 69-85. Mahwah, NJ: Lawrence Erlbaum, 2004. 
Kemp, M. Leonardo Da Vinci: The Marvellous Works of Nature and Man. Harvard 
University Press, 1981.   
Leavy, P. Method Meets Art: Arts-Based Research Practice. New York: Guilford Press, 2009. 
Mäkelä, M. “Knowing Through Making: The Role of the Artefact in Practice-led Research.” 
Knowledge, Technology & Policy, 20, no.3 (2007): 157-163. 
McMillan, S. and Price, M. A. “Through the Looking Glass: Our Autoethnographic Journey 
Through Research Mind-Fields.” Qualitative Inquiry, 16, no.2 (2010): 140–147. 
Meiss, M. The Great Age of Fresco: Discoveries, Recoveries and Survivals. New York: 
George Braziller in association with the Metropolitan Museum of Art. 1970.  
Moustakas, C. E. Heuristic research: design, methodology, and applications. Newbury Park: 
Sage Publications, 1990. 
Mykhalovskiy, E. “Reconsidering table talk: Critical thoughts on the relationship between 
sociology, autobiography and self-indulgence.” Qualitative Sociology, 19, no.1 
(1996): 131-151.  
133 
 
Neumann, M. “Collecting Ourselves at the End of the Century.” In Composing Ethnography: 
Alternative Forms of Qualitative Writing, edited by C. Ellis and A. Bochner, 172-198. 
Walnut Creek, CA: Altamira Press, 1996. 
Nicholson, T. Cartoons for Joseph Selleny, 2012-
14. http://www.artgallery.nsw.gov.au/exhibitions/tom-nicholson/   
Nimkulrat, N. “The role of documentation in practice-led research.” Journal of Research 
Practice, 3, no.1 (2007). http://jrp.icaap.org/index.php/jrp/article/view/58/83 
(accessed June 24, 2014). 
Oplontis Project, http://oplontisproject.org/  (accessed September 5, 2014). 
O’Riley, T. “A discrete continuity: On the relation between research and art practice.” Journal 
of Research Practice, 7, no.1 (2011). http://jrp.icaap.org/index.php/jrp/article/view/ 
257/238 (accessed July 25, 2014). 
Pace, S. “Writing the self into research: Using grounded theory analytic strategies in 
autoethnography.” In TEXT Special Issue: Creativity: Cognitive, Social and Cultural 
Perspective, edited by Nigel McLoughlin and Donna Lee Brien, April 2012. 
Pallasmaa, J. The thinking hand: Existential and embodied wisdom in architecture. 
Chichester: John Wiley & Sons, 2009.  
Pastoureau, M. The Devil’s Cloth: A History of Stripes. New York: Washington Square Press, 
2003. 
Pecchioli, E. The Painted Facades of Florence: From the Fifteenth to the Twentieth Century. 
Florence: Centro Di della Edifimi srl, 2005. 
Polanyi, M. The Tacit Dimension. New York: Anchor Books, 1967. 
Powell, K. and Lajevic, L. “Emergent places in pre-service art teaching: Lived curriculum, 
relationality, and embodied knowledge.” Studies in Art Education, 53, no.1 (2011): 
35-52. 
Preziosi, D. “Coda: Plato’s Dilemma and the Tasks of the Art Historian Today,” in The Art of 
Art History: A Critical Anthology, 2nd ed., edited by Donald Preziosi, 504-409. 
Oxford: Oxford University Press, 2009. 
Reed-Danahay, D. E., ed. Auto/ethnography: rewriting the self and the social. Oxford, New 
York: Berg, 1997. 
Richardson, L. “Skirting a pleated text: De-disciplining an academic life.” Qualitative Inquiry, 
3, (1997): 295-304.  
Rodriguez, N. and Ryave, A., Systematic self-observation. Thousand Oaks, CA: Sage, 2002. 
Rodgers, P.A, Green, G. and McGown, A. “Using concept sketches to track design progress.” 
Design Studies, 21, (2000): 451-464. 
134 
 
Rosenberg, T., “New beginnings and monstrous births: Notes toward an appreciation of 
ideational drawing.” In Writing on Drawing: Essays on drawing practice and 
research, edited by S. Garner, 109-124. Bristol: Intellect Books, 2008.  
Russell, C. “Autoethnography: Journeys of the Self.” Extract from Experimental 
Ethnography, Duke University Press, 1999.  http://www.haussite.net/haus.0/SCRIPT/ 
txt2001/01/russel.html (accessed March 23, 2014). 
Saarnivaara, M. “Art as Inquiry: The Autopsy of an [Art] Experience.” Qualitative Inquiry, 9, 
no.4, (2003): 580-602. 
Sava, I. and Nuutinen, K. “At the Meeting Place of Word and Picture: Between Art and 
Inquiry.” Qualitative Inquiry, 9, no.4 (2003): 515-534. 
Schön, D. A. The reflective practitioner: How professionals think in action. New York: Basic 
Books, 1983. 
Schön, D. A. Educating the reflective practitioner. San Francisco: Jossey-Bass, 1987. 
Sclater, S. D. “The Arts and Narrative Research--Art as Inquiry: An Epilogue.” Qualitative 
Inquiry, 9, no.4 (2003): 621-624. 
Sinner, A., Leggo, C., Irwin, R., Gouzouasis, P. and Gauer, K. “Arts-based education research 
dissertations: Reviewing the practices of new scholars.” Canadian Journal of 
Education, 29, no.4 (2006): 1223-1270. 
Sjöholm, J. “The art studio as archive: tracing the geography of artistic potentiality, progress 
and production.” Cultural Geographies, 21, (2014): 505-514. 
Slattery, P. “Troubling the Contours of Arts-Based Educational Research.” Qualitative 
Inquiry, 9, no.2 (2003): 192-197. 
Spry, T. “A “performative-I” co-presence: Embodying the ethnographic turn in performance 
and the performative turn in ethnography.” Text and Performance Quarterly, 26, 
(2006): 339-346. 
Stewart, K. “Cultural Poesis: The Generativity of Emergent Things.” In Norman K. Denzin 
and Yvonna S. Lincoln, Collecting and Interpreting Qualitative Materials. Thousand 
Oaks, CA: Sage Publications, 2008. 
Sullivan, G. Art Practice as research: Inquiry in visual arts (2nd ed.). Thousand Oaks CA: 
Sage, 2010. 
Oplontis Project. http://oplontisproject.org/  (accessed September 5, 2014). 
Taylor, A. “Re: Positioning drawing.” In Writing on Drawing: Essays on drawing practice, 
edited by S. Garner. Bristol: Intellect Books, 2008.   
Tierney, W. and Lincoln, Y. S., eds. Representation and the text: Reframing the narrative 
voice. Albany: State University of New York Press, 1997. 
Tomasetti, S. An Investigation of the Language of the Sacred in Fresco Making. RMIT 
University, 1999. 
135 
 
__________ http://sarahtomasetti.com.au/  
__________ http://sarahtomasetti.com.au/exhibitions/waves-essay.html (accessed January 
2015).   
__________http://sarahtomasetti.com.au/exhibitions/traverse-essay.html (accessed January, 
2017). 
Toscano, M. http://sarahtomasetti.com.au/exhibitions/scattering-essay.html (accessed 
November, 2014). 
Turner, A. Richard, Inventing Leonardo. Alfred A. Knopf: 1993. 
Turner, V. M. “Dewey, Dilthey and drama: An essay in the anthropology of experience.” In 
The anthropology of experience, edited by V. M. Turner and E. M. Bruner, 33-44. 
Urbana: University of Illinois Press, 1986. 
Ulmer, G. Teletheory. New York, NY: Routledge, 1989. 
Vasari on technique; being the introduction to the three arts of design, architecture, sculpture 
and painting, prefixed to the Lives of the most excellent painters, sculptors and 
architects. Translated by L.S. Maclehose. New York: E. P. Dutton, 1960. 
Venetian Plastering Company. http://www.venetianplastercompany.com/  
Verdonk, P. “Painting, poetry, parallelism: ekphrasis, stylistics and cognitive poetics.” 
Language and Literature, 14, no. 3 (2005): 231–244. 
Vrachopoulos, T. “Youngsun Jin: A New Discourse Between Fresco and New Media.” 
Review of the Exhibition “Channelling Time: Youngsun Jin” at the Lethaby Gallery, 
London, April 2-May 3, 2003. http://www.nyartsmagazine.com/?p=2145 (accessed 
January, 2016). 
Wagner, P. ed. Icons-Text-Iconotexts: Essays on Ekphrasis and Intermediary. New York: de 
Gruyter, 1996. 
 
   
 
 
 
